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ON TEN 


The Finnish heavy metallers unleash a 
white-hot collection of cover tunes on 


Skeletons 
about the ir 


n the Closet, Alexi Laiho talks 
spirations behind the group's 
ash-kicking musical selections. 


The blues-rocker talks about his influences, 
hits and slide style, and delivers the lowdown 
on his band’s latest album, The Dirty Dozen. 


Paul Stanley said for years that Kiss 
would never make another studio album. 
But when the latest lineup proved to be a 
stage-smoking performance machine, he 

changed his tune. The result is Sonic Boom, 
an explosive return to form by a group that 
never really went away. 
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Stanley talks about Kiss’ succ 
live act and how he and Gene 
once 


immons 
again found their old chemistry and 
made Sonic Boom pure dynamite. 


On God & Guns, a newly resurrected 
ynyrd Skynyrd reclaim their right to 
bear arms—and to rock and roll. 


L 


How guitarist Mark “Sparky” Majetka 
remains consistent as Skynyrd's third man 
A Gary Rossington axology 


Behemoth's Nergal tells how the finer 
points of guitar technique and songwriting 
helped make Evangelion one hell of 
an extreme metal album. 
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Success didn't elude Rory Gallagher. 
He turned it away throughout his short, sad 
life. Now, in death, he’s more successful 
than ever. Guitar World presents the story 
of the Irish rocker’s demise and 
his posthumous revival. 


In our fourth and final chapter on 
alternate picking, we wrap things up with 
a look at five- and seven-note groupings. 
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Letters to the Editor & 
Defenders of the Faith 
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Zakk Wylde, Lynch Mob, Dead 
by Sunrise, Winds of Plague, 

h, Dear Guitar Hero 
with Vernon Reid, the Sword's 
setlist, and more! 


Skeleton 


Betcha Can't Play This 
with Daath’s Emil Werstler 
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Starla solidbody electric 
ech RP1000 
Integrated Effect Switching 
System, Visual Sound Open 
Road Overdrive and Truetone 
Clean Boost pedals, Vi 
Golden Melody 2x12 combo 
and Boss TU TU-88 and 
TU-1000 tuner: 


156 
The newest and hottest gear 


156 
eMedia EarMaster Essential 5 


160 
Fender Bassman TV Ten and 
TV Fifteen combo amps 


170 


The onstage rig of Chimaira’s 
Matt DeVries 


94 with Mark Morton 

96 with Michael 
Angelo Batio 

98 with Keith Wyatt 


TRANSCRIPTIONS 


BASS LINES INCLUDED: 
106 “Free Bird” 
by LYNYRD SKYNYRD 


126 “Bad Things” 
by JACE EVERETT 


192 “Cult of Personality” 
by LIVING COLOUR 


138 “Papyrus” 
by NILE 


142 “Who Do You Love?” 
by GEORGE THOROGOOD 


MERICA HAS A long and rich 

history of great folk songs— 

instantly memorable tunes that 

sum up a national attitude or 
philosophy in a few short verses and a simple 
melody. You learn them as kids 
with you. Eventually, you р: 
your own children. 

While songs li 
Doodle Dand 
Is Your Land" and “America 
the Beautiful" certainly fit this 
general profile, over the past 


and they stay 
them on to 


few decades a new collection 

of tunes that could rightly be 
described as America's “new folk 
anthems" has emerged. They 

are sing-a-longs that everybody 
loves and knows by heart, and 
they frame the American psyche 


San Dimas? 


Style 1 


in more contemporary terms. 

I'm talking about campfire classics like 
ee Bird," *Bad to the Bone" and *Rock and 
Roll All Nite." Think I'm kidding? Next time 
you invite your neighbors over for a barbeque, 
pull out your acoustic and see which song gets 
more group participation: *Oh! Susanna" or 
"Sweet Home Alabama." 
Lynyrd Skynyrd, Kiss and 
ge Thorogood, all of whom 
are featured in this month's issue, 


have written songs that have 
become more than chart toppers 
they are part of the very fabric of. 
our society. You hear the 
on radio and television, and in 
movies and commercials. Their 
songs are instantly recognizable 

to people from six to 60. You may 
never have thought of Paul Stanley 


г music 


San Dimas? 
Wild Card 


and Gary Ros: s, but 
to many fans their status as such is as clear as 
the bat wings painted on Gene Simmons’ face. 
All of which gives us one more reason 
to be proud of this month's CD-ROM, on 
which some of these artists show how to 
play their most unforgettable classics. It's 
one thing to read an interview in which 
the boys of Skynyrd talk about “Free Bird,” 
but it’s a whole ‘nother kettle of fish to see 
them actually demonstrate how they play 
it—note for note—as they do in this month’s 
video lesson. We'd like to thank George 
Thorogood and the entire Skynyrd camp 
for taking the time to teach Guitar World 
a batch of their timeless songs. May God 
shred his grace on thee! 


ington as national treasur 


—BRAD TOLINSKI 
Editor-in-Chief 
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NOVEMBER REIGN 


Outstanding job on the 
November issue! Iam a 
hardcore metalhead through 
and through, and I read 
the articles on Slayer and 
James Hetfield as soon as I 
got the issue. No other guitar 
magazine gives such in-depth 
interviews and information as 
you do. Also, I have never seen 
any other magazine publish a 
four-part instructional series 
on alternate picking. I am 
already very proficient at that 
technique, but I think it's great 
that you give such detailed 
instruction to those who aren't. 

—Jesse Franks 


I recently read an interview with 


Adam Dutkiewicz from K d 
Engage, who said that Sla: 


ТРОА 


САЦ THOR UTS 


Jeff Hanneman. What's with all the 
German crap? German war medals? 
SS skull on his ESP guitar? Dogs 
named after a German general and 
a German territory? Jeff, have the 


balls to admit that you like Nazi 
crap and that it interests you. Grow 
up and be a man, because, to quote 
the Dead Kennedys, “іп a real 
fourth Reich, you'll be the first to 


who feels this way. 


t К, 
az AMET : à 
z^ ДА go.” 1 know I’m not the only one 
, сехин 


—Mike Quinones 


BIG BEN 


As a guitar player, avid 
Guitar World reader and huge 
Metallica fan, I felt compelled 


: to respond to Ben Mitchell's in- 
depth interview with my idol, James 
Hetfield, in the November issue. I 

: didn't realize until the day afte 

it that I now se 


I read 
ames in a different 


Killswitch offa tour a while ba ck for 
Adam’s “inappropriate for me stage 
outfit. I lost a lot of respect for Slayer 
because of that. I mean, I didn’t realize 
that metal had a dress code to abide 

by. Just because Slayer helped set the 
andard for thrash doesn’t give them the 
right to judge other bands. 


way. What an incredible interview 
that was! I’ve read it twice now. To see 
someone who I thought was, as Ben 
said, “bulletproof” in such a mortal 

} light was eye opening. I relate to him 

i more now as a father, musician and 
someone struggling with his own 

: demons than I did before. 


JEFF, HAVE 
THE BALLS TO 
ADMIT THAT 
: YOU LIKE NAZI 
: CRAP AND THAT | 


IT INTERESTS 
YOU. GROW UP 
AND BE 
A MAN.” 


—Allan Hull : —Gray Harris 


PILOT LIGHT 


; When first read Joe Mahuex's 
; letter in the November issue about “the 
usual Slipknot or Children of Bodom 


Thanks for the November issue—it 
was awesome. Slayer are the pioneers of 
thrash metal and, no doubt, the best at 
what they do, But I have a problem with 
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VAL HALLA 

i AGE25 

i HOMETOWN Regina, Saskatchewan, 
: Canada 

i GUITARS LTD EC-400, DOS Carparelli 
i acoustic, DOS Carparelli $3, Fender 


| ADRIAN CAREY 


АСЕ 21 
HOMETOWN N/A 


TOMI MARTIN 


AGE 14 


HOMETOWN Atlanta, GA. 

GUITARS Charvel Soloist, Danelectro, 
Fender Squier 

SONGS I'VE BEEN PLAYING “| Wanna 

Be Sedated” by the Ramones, “Time 

of Your Life” by Green Day, “Walking 
Papers" by ThreesHuman 

GEAR | MOST WANT A white Orange stack 


GUITARS Aria Pro Il ZZ, Jackson Dinky 
Custom, Schecter C-1 SheDevil 

SONGS I'VE BEEN PLAYING “Prisonborn” 
by the Faceless, "Warborn" by the Black 
Dahlia Murder, “Soilborn” by Killswitch 


i Engage 
1 GEAR | MOST WANT A wall of cabs and 
; a Washburn НМ526 


; Standard Telecaster, Takamine EG330C- 


OBB acoustic, Douglas Shadow 

SONGS I'VE BEEN PLAYING "Crazy on 
You” by Heart, “Lenny” by Stevie Ray 
Vaughan, “The Wind Cries Mary” by 
Jimi Hendrix, "Companion" by Wide 
Mouth Mason 

GEAR | MOST WANT An original Gretsch 


i 6134 Penguin, but a reissue will suffice! 


Are you a Defender of the Faith? Send a photo, along with your answers to the questions above, to 
defendersofthefaith@ guitarworld.com. And pray! 
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deserves no less than your finest effor: 


articles" in Guitar World, I got a bit 
fired up. After all, I am a rabid Bodom 
fan and have been for more than six 


i years. After sitting and thinking about 


it, however, I realized that Joe had a 
point—bands like Slipknot and Bodom 
have both become a bit over publicized. 


: The one thing I've always liked about 
i your magazine is the fact that I get to 


read about up-and-coming talents of all 


: genres. As much as I like to read about 


the big bands out there, I just hope you 


; guys don't forget about the underdogs. 


—Airman First Class Anstrom, Mykal J. 
354 SFS Response Force Member 
Eielson AFB, AK 


TRADING HICKS 


I've always loved the “Dueling 
Banjos" scene in Deliverance, so it was 
especially cool to see it transformed 
into pure metal on the November CD- 
ROM! Steve Ouimette did a great job 
on the video, and the transcription in 
the issue was terrific. Thanks guys! 

—Reuben Morgenstein 


UNLUCKY 13 


The morning of August 13 was to be 
a special day for me. I have not had an 
amp for the past 13 years, and though I 
love my music, my family comes firs 
At my wife's insistence, a week earlier 
I had finally ordered a Marshall amp, 
and I was notified that it was to arrive 
later that day. Fifteen minutes into 
the start of my shift at my job, a freak 
accident occurred, and my middle 
finger on my left hand was amputated, 
severing it past the first joint, and 
severely crushing my index finger, 
blowing my fingernail completely 
off. As I was being rushed in the 
ambulance to the ER, I heard the news 
on the radio that Les Paul had passed 
away. And although I was going into 


: shock, I couldn't believe what I had 


heard. What was to be one of the 


і milestone days in my life suddenly 
turned into one of my darkest. 


My finger was too badly damaged 
for the surgeons to reattach, and I can 
honestly say that a part of me died 
with Les that day. I will not give up my 


i passion, for my music is my friend and 


my solace, and I will draw inspiration 
from Les and other guitarists who 

rose above their setbacks, like Django 
Reinhardt, Tony Iommi, Jerry Garcia 
and Jason Becker. To the professional 
recording artists in the industry, I 
implore you to collaborate and create 

a tribute to this man who has given so 
much of himself to us over the years. He 


—Tom Marnich 


BETCHA CAN'T PLAY THIS! DEAR GUITAR HERO WITH VERNON REID 


DEAD MAN TALKING 


ZAKK WYLDE SPEAKS ABOUT HIS NEAR-DEATH EXPERIENCE, HIS OLISTER FROM OZZY'S 
BAND, AND 2s NEW S gus SHAPED EPIPHONE AX. [zyıon w 


SETLIST 40 & MUCH MORE!!! 


had planned 
to spend the summer of 2009 
touring with his band, Black 
Label Society, and perform- 
ing a few gigs with his longtime boss, 
Ozzy Osbourne. But things didn’t 

turn out as he’d planned. Two weeks 
before his August 22 date to play with 
Osbourne at the BlizzCon video game 
convention in Anaheim, Wylde learned 
he'd been replaced with Firéwind gui- 


saying everything I played 
made us sound like Black Label, ” а 
bewildered Wylde few weeks 
after that missed date. “I don't get that. 
But what—am I gonna be mad at him? I 
was just like, ‘All right, great Ozz. Play 
with whoever you want. I'll always be 
there if you need me. 
aring that he'd 
Wylde 
d some far more alarming 
news. Following a performance in 


i Omaha, Nebraska, he experienced 


ain in the back of his left calf. 
A hospital visit revealed he had three 
life-threatening blood clots, which 
eventually passed through his heart 
and into his lungs. “The doctors said 
I should have died,” he says. “I was 
in the hospital for three days, and 

y put me ona drip and gave me 

in my stomach.” 

x Label Society canceled 

the last nine dates of their tour, but 
in September Wylde's doctor gave 


i him the okay to perform a show on 
i Halloween in New York to promote 


his new Epiphone coffin-shaped 
guitar, the Graveyard Disciple. The ax 
eatures a solid mahogany body, EMG- 
HZ pickups, a Floyd Rose tremolo, and 
a hard maple SlimTaper neck with an 
ebony fingerboard and medium-jumbo 
frets. "The neck's really fast," Wylde 

. “It plays like an SG, but it's kind 
of like a Sixties classic Les Paul. You 


i can fuckin’ wail on this thing.” 


The Halloween show aside, Wylde 
has no future appearances planned 
with Black Label Society or Ozzy, and 


i he remains in recuperation. “I still 


have to take pills every day,” Zakk says, 
“and I might have to for the rest of my 


: life. But I feel fuckin’ fine.” 
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LYNCH MOB 


MO’ GEORGE RISING tay steven возен Ph 


i metal shredding (“Lucky 


the Man”). “I hear these cool little 
Lynch Mob’s ninth things that I did in the songs. 
and newest album, Lynch says, “and I'm like, ‘How 


? Itsa 
nd a lot of 


the hell did I do t 
lot of hit and mis: 
magic mojo, too.” 
But his mojo wasn't working 
the whole time. Lynch had to 
undergo back sur 
sidelined in a whee 
nearly two month 


George Lynch took a new ta: 
he decided to be less ambitious 
} than usual, 


the first time since 
I was with Dokken that I’ve 
i made a record and ju 
," Lynch s 
I followed the path of | 
resistance on this record, rath 
than try to reinvent myself." 
For Smoke and Mirrors, 
Lynch reunited with Oni Logan, 
the Lynch Mob's original singe 
marking the first time in more 
than 17 years that the two have 
worked together. The resulting 


tuck 


Cc. 


== 


` 


and kept myself busy, ys. 

During that time, he built 10 

custom Headhunter-styled 

guitars in conjunction with 

SP. The novice luthier calls 
Scary” guitars, and 

ything from routing 


ACRES 
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INQUIRER [ By JOE MATERA 1 


CARLOS CAVAZO 


1: Мап”), 


album is a throwback to 1990, 
when the Lynch/Logan posse 
recorded the Mob’s debut, 
Wicked Sensation. < 
)nce Oni and I got back 
addle, it was just like we had 
never been apart.” 
The sound here is 
that the artist's f: 
instantly recognize: mammoth 
nd moody guitar riffs and 
rhythms punctuated with 
unconventional legato muting 
techniques (“21st Century 
w-dropping modal 
los (“Time Keepers”) and 


bodies to winding pickups. 
With the Lynch Mob album 
inished, Lynch is planning to 
lease another solo record. 
"he Lynch Mob record is all 
out the songs, the lyrics and 
the melodies; it’s not about 
me,” he s: My instrumental 
cord will be all about the 
guitar and very self-indulgent. 
As far as pseudo-technical stuff, 
I fake it very well. Except for 
listeners with very well-trained 
ars, I can pretty much fool 
erybody into thinking I'm 


e 


i fast and good." 


28 GUITAR WORLD 


MORNING STIFFS 


LINKIN PARK FRONTMAN CHESTER BENNINGTON CONTRONTS ae SEM. 
WITH DEAD BY SUNRISE, HIS NEW SOLO PROJECT. г ERN yI IDNER ] 


of Linkin 

Park singer Chester Bennington 

emerges on Out of Ashes, the 

debut album from Bennington’s 
side band, Dead by Sunrise. “There’s a 
kind of swagger to some of the songs on 
this record,” Bennington says, “that sexy 
feeling that you don't really get with 
Linkin Park." 

"The origins of Dead by Sunrise go back 
to 1999. While working on Linkin Park’s 
Hybrid Theory album at NRG studios in 
L.A., Bennington was befriended by Ryan 
Shuck and Amir Derakh of Orgy, who were 
in the same studio working on Orgy's Vapor 
Transmission CD. Their friendship deepened 
over the years. In fact, it was Shuck and 
Derakh who introduced Bennington to his 
current wife (his second to date), former 
Playboy model Talinda Bentley. 
an was best man at the wedding and I 
was in the wedding party too," Derakh says. 
“We're like a family, really." 

So when Bennington began to write a set 
of songs that didn't quite fit Linkin Park's 
c profile, he called on Shuck and 
kh to help him flesh out his musical 
8. The result is a set of well-built tracks 
that wrap up Bennington's rock and roll 
heart in layers of bristling guitars and terse 
electronics, referencing everything from 
grunge to glam to goth along the way. 

“Тт not a huge metal fan,” Bennington 
says, "so that part of Linkin Park was 
always kind of a stretch for me. I've always 
been more of a straight-ahead rock guy, 
or alternative-rock guy. I write with a 
very grungy kind of flavor, and some punk 
stuff, too, but I really like mixing that with 
good melodies, good structure and a pop 
sensibility. And when Ryan and Amir started 
mixing in their electronic elements as well, 
that's how we discovered our sound." 

Many of the album's songs deal with 
Bennington's addiction issues. “I’ve battled 
with alcohol and drugs for pretty much my 
whole life," he says. "There was a period of 
time during the making of this record where 
I went off the edge. It was one of those 
things where you aren't sure if you're going 
to come out okay. That's where I came up 
with the band name, as a representation 
of what I was going through at the time. 
And the album title, Out of Ashes, is a 
representation of where I'm at now. I can 
just say that I’m real happy I came out on 
the right side of that whole situation." 

Bennington, Shuck and Derakh also 
collaborate on a project called Julien-K, but 
Bennington insists that Linkin Park remains 


i Des МЫ, Bennington (left) 
his top priority. “It always will be,” he says, | : г ° and Derakh 


“and the Linkin Park guys have been super 
supportive of me in this.” 
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WINDS OF PLAGUE 


RUNNING NICK AND NICK Izy 


Winds of Plague agree that 

the California band's stint 

on 2009's Summer Slaughter 
trek could've been more enjoyable. 
But only one of them calls it *prob- 
ably the most miserable time we've 
ever had." That's Nick Piunno, whose 
memory of the tour consists more or 
less of being “flipped off every night by 
r-old skinhead" 
uninterested in Winds of Plague's 
symphonic deathcore. "It was pretty 
ouraging," adds Nick Eash, with a 


some fucking 40- 


dis 
diplomatic chuckle. 
Mi 


ect 


grow 
of civilized society. 


“When we write, we try to make 
everything as epic as we possibly 


able or not, Piunno admits, the 
xperience was useful in at least one 
It really brought out the angry, 
pissed-off side of our musi 
"That quality is in full effect 
throughout The Great Stone War, 
Winds of Plague’s third full-length, 
onw hich Eash and Piunno's furious 
six-string work meshes with dramatic 
orchestral arrangements long on 
strings and keyboards. Over that 
intricate bed, singer Johnny Plague 
about the imminent breakdown 


in 


" hes; 


BETCHA CAN'T PLAY THIS! 


EMIL WERSTLER From одд 


"HERE'S ANOTHER FAST, 
alternate-picked 16th-note 
run that you should find 
rather challenging to 
play. It emerged from 
my study of what's often 
referred to as the ‘Django 
[Reinhardt] diminished" 
scale, which, in this 
instance, outlines a G7^9 
chord [voiced G BF A 
like to play the arpeggio 
starting from the major 
third, B, so moving. 
straight up the arpeggio 
the notes are B D F G Ab. 
“The first bar is played 
entirely on the top two 
strings and requires some 
wide stretches between 
the fingers. | took the 
upper part of the G7^9 
arpeggio, using the notes 
F, D, B and Ab—the 57, 5, 3 
and bg, respectively—and 
also included Db, the 55, as 
a passing tone between D 
and В. The initial pattern is 
six notes played in straight 
16ths. It’s played twice, 
after which | repeat just 
the first four notes of the 
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pattern, then repeat the 
whole measure. 

“I then do the same 
thing three frets higher 
on the fretboard, which 
is a common practice 
with diminished-based 
licks because diminished 
‘shapes’ invert—meaning 
the order of the notes 
changes—as one moves 
up in three-fret intervals. 
Starting in bar 2, the notes 
are A» F D B, with E added 
as a passing tone between 
F and D. 

“In bar 3, | use the same 
picking pattern to outline 
Am with the notes СВ 
А F E, then return to the 
diminished sound in bars 
4and 5 by playing the 
notes of Ddim7—D B Ab 
F—against the open B and 
high E strings, which are 
used as pedal tones. The 
phrase ends with whole- 
step bends and releases 
on the high E string, 
with some whammy- 
bar vibrato added for 
emphasis.” 


Fast ¿= ca. 212 
G7b9 
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Drop-D tuning down one whole-step (low to high, C G C F A D). 
All music sounds one whole step lower than normal. 
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can," notes Piunno, who says that 
the orchestrations are as crucial to 
the Winds of Plague sound as the 
guitar: h's goal for Stone War was 
to “make everything flow as much 
as possible—not just riff into riff into 
riff." He wrote some of his material 
on Guitar Pro while the band was on 
the road, which required getting used 
to a MIDI guitar tone. *But doing it 
that way actually opened my mind,” 
Eash admits. “It made me look at the 
fretboard differently instead of going 
to the patterns I'm used to following." 
The new album is also Winds 
of Plague's first with drummer Art 
Cruz. "He's amazing," Piunno says. 
“And he definitely fits in well w ith 
rsonalities. We're all kind of 
obnoxious.” Just not as much as a 
pissed-off 40-year-old skinhead, 


our pe 


* GUITARS w; 
* AMPS г 


Piunno), Mesa/ 


Boogie Mark IV (E: ash) 


* STRINGS Ernie Ball (both) 


hburn (both) 


Dédth's latest album, 

The Concealers, is 

available on Century 
Medic Recor 


upstroke 


19-20-19-17 19-20-19-17 19-20-19-17- 
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dear guitar hero | 


VERNON REID.: 


HIS BAND WAS DISCOVERED BY MICK JAGGER, HE WROTE ONE OF THE BIGGEST ROCK SONGS 
La AND DE lG SESS Sa ODT MON, АО 
WORLD READERS REALLY WANT TO KNOW IS... w by ANDY ALE 


The writing of “Cult of Personality” 
was one of the very best days in the 
life of Living Colour. That might 
seem obvious, but what I mean to say 
is, we started the day without “Cult 
of Personality,” and when that one 
sion was over, we had the song. 
That day, we didn’t get in our own 
way. It was a really special day. 

I had met the Guitar Hero guys very 
early on at a NAMM show, and barely 
anyone was paying attention to them. 
They showed me how the controller 
worked. I tried it, I sucked. But I 
thought, Wow, this is interesting. The 
next thing you know, Guitar Hero blew 
up. By the time Guitar Hero III came 
around, they told me they wanted to 
include “Cult.” I'm just proud that we 
are on the same edition of Guitar Hero 
as the Sex Pistols. 


жжжжж 


Back in 1985, 1 was thinking 
about what a struggle it was to get 
any attention in the scene that was 
going on. At the time, I had formed 
a band called Eye and I with DK 
Dyson, wife of Melvin Gibbs, who 
was my compatriot in a band called 
the Decoding Society. I was at a gig 
ofa friend of mine and the club was 
totally empty, and I decided to make 
a call out to people I knew that had 
the same taste as me. We all started 
talking about culture, and about black 
people in rock music, but it wasn't 
limited to that. Part of it was, what 
does it mean to be black, who decides 
what “blackness” is, and what does 
“identity 

For many people, rock music is 
completely the music of white males. 
Part of that problem was a matter of 
classification, because many of the 
bands that J classify as rock bands 
are usually cl ied as funk bands. 
The Isley Brothers in the Seventies 
were arock and roll band that had hit 
records with prominent lead guitar 
played by Ernie Isley, like “That Lady” 


` mean? 
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and "Fight the Power," and to me, 
that qualifies them as a rock band. In 
fact, before they did those records, 
they'd done CSN&Y's “Ohio” and Jimi 
Hendrix's *Machine Gun" on Isley 
Brothers Live. War is a band that came 
into the mix backing up [The Animals’] 
Eric Burdon, but what they brought to 
the table was absolutely rock and roll. 
Another great example is Funkadelic 
and Parliament; you talk about 
“Maggot Brain" and guitarist Eddie 
Hazel—this is rock music. But at that 
time these bands weren't regarded as 
rock bands, and there needed to be an 
expansion of that definition. I've never 
had a musical identity is being a 
rock musician, because I go from the 
Isley Brothers to Prince to the Bad 
Brains without a hitch in my mind. 

So the Black Rock Coalition started 
as a conversation, and it remains a 
community of like-minded characters, 
and the idea has spread to another 
generation, vis-à-vis Afro-punk and 


other new movements in rock. I think of. 


itas an ongoing thing: what should the 
role of ethnicity be in rock music? At 


the end of the day, you 
have to have songs that 
are worth a damn, and 
let's let all comer: 
an equal opportunity to 
win or lose. 

* * OK * * 


have 


The Chair in the 
Doorway really 
began with the title, 
which comes from 
something our lead 
singer, Corey Glover, 
would say whenever 
he was frustrated. 

He'd say, “Well, the 
problem is the chair 

is in the doorway.” I 
asked him what that 
meant, because it was 
intriguing to me. The 
recording process 
started with demos їп а 
small American studio, 
and we wound up recording the bulk of 
the record in the Czech Republic. 

For gear, I used Bugera and Recto 
amps, but I made the majority of the 
record with the Bugeras and some 
combos. I discovered Bugera amps 
when we played the Rocklahoma 
Festival a few years ago. I use а 333XL 
head with two 4x12 bottoms, as well 
a 333XL combo. I incorporate a 
hex pickup into my sound, so I use a 
VG99 guitar synth setup, and I also use 
Guitar Кір 3, plus a Peavey ReValver. ' 
I also used an Eventide ModFactor 
and a PitchFactor, a Pefftronics Rand- 
O-Matic, a DigiTech Space Station, 

a Line 6 Filter Modeler, an SP300 to 
control the VG99, a GI-20 guitar synth, 
and an Axon 50 interface to control 
soft synths on an Apple laptop. You 

can hear the soft synths on the song 
“Method” on the new album. I used the 
UVI Workstation to activate eight-bit 
samples for the noisy/glitchy stuff at 
the end of that song. 

Ilike to use a combination of new 
high-tech stuff and the old-fashioned 
straight-jacked method. On "That's 


5 


What You Taught Me,” for example, 
I played my Hamer straight into a 
Krank, a Marshall and a vintage Fender 
Deluxe Reverb, 

жжжжж 


I became а Parker endorser, and 
this new record really represents my 
transition to the signature Parker. 

I had been relying on a Hamer 
custom Chaparral sunburst, which 

I called *the Trout," but I brought 
the prototype of the signature Parker 
with me to the sessions, and I ended 
up making a full-time switch to the 
Parker. 


ig met Ken Parker back 
in the Nineties, and I had an early 
prototype that I always liked. I like 
the fact that the neck is slightly wider, 
which helps to facilitate tapping and 
some other techniques. The thing that 
smoothed my transition from Hamer 
to Parker is that the same luthier that 
made my Hamers, Terry Atkins, is also 
the head of production for Parker. He 
knew my neck profile, because I like 
а “У”-ѕһареа neck, and he was able 
to get my neck profile back on track, 
which I'm so happy about. It's a very 
comfortable guitar for me. 

KK k k 


Yes, somewhat. We do have a 
touring schedule that’s coming up, and 
that’s going to be pretty challenging. 
The other things have to slow down 

a little bit, because, number one, 

I'm determined to make this record 
successful and to do everything I can 
to make that happen. But I also want 
to make a new Masque record [Masque 
features Leon Gruenbaum on keyboards, 
Hank Schroy on bass and Marlon 
Browden on drums. The band released 
the instrumental Known Unknown 

in 2004 and Other True Self in 2006, 
both on Favored Nations] and another 
Yohimbe Brothers record [Reid with 

; they released Front End 
Lifter in 2002]. And I definitely want 
to do more work with the Free Form 
Funky Freqs [Jamaaladeen Tacuma, 
bass and G. Calvin Weston, drums]. 


* * * * * 
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With Corey Glover 

onstage at New York's 

Beacon Theatre in the 
late Eighties 


I love my number, because 66 is an 
iconic number in rock and roll—like 
Route 66. I love the fact that it's 
palindromic—it's the same forward and 
backward. The only thing that would 
have been better is if I'd gotten another 
six and my number was 666. That's the 
ranking that all guitarists want. 


жжжжж 


To say that the scene Living 
Colour came out of was vibrant, or 
electrifying, or exciting, or frustrating, 
is all an understatement. The Eighties 
that we were a part of was completely 
off the rails. That was when I saw Blue 
Cheer play a set at Danceteria, when 
Т saw Nick Cave's v 


America, when I experienced the early 
days of the band Material [led by avant- 
garde New York bassist Bill Laswell]... 
staggering stuff. It was an outstanding 
time period for music and a great thing 
to be a part of. CBGB was the primary 
hub of all of this activity, along with 
the original Ritz on 11th Street and the 
original Lone Star Café on Fifth and 
13th, with the giant iguana on the roof! 
Plus, the days of the old Pyramid club... 
that’s what I knew from working with 
Janet Jackson. It was a crucible, and I 
was blessed to be a part of it. 

Hilly Kristal, who ran CBGB, was 
as important to the band as Mick 
Jagger was, and maybe even more so. 
Without Hilly, Mick never would have 
seen us. I had auditioned for Mick to 
play on his solo album Primitive Cool, 
and he told me he was going to come 
through and check out my band, and 
he did. It was wild. 


RTS/RETNA LTD 
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DOUBLE TREBLE 


DINO CAZARES KEEPS DIVINE < RESY ALIVE WHILE 
REUNITING WITH FEAR FACTORY. LEL WOOD Photo By 


0 


was so stress- 


free that we thought something might 


be wrong, 


Divine Her 


Dino Cazares s; 
laugh. He's referring to the 

for Bringer of Plagues, the second album by L.A.'s 

azares credits Travis Neal, the 


witha 
ions 


band’s new singer, with making the sessions so 


e 


thing wrong,” Cazare 


ygoing. Neal joined the group in 2008, replacing 
Tommy Vext. “With [Vext], there was alw: 
5 “But Travis 
It almost got to the point in the studio where we 


ys some- 


s thes 


felt like we should create some drama." 


And so they did, but in 
a musical form. Bringer of 
Plagues is an apocalyptic 
power-metal album with 
no shortage of technical or 
lyrical turmoil. In *Monolithic 
Doomsday Devices" Neal 
describes all manner of *end 
times" nastiness as bassist 
Joe Payne pile-drives a titanic 
machine-metal groove, while 
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“The Battle of J. Casey" shows off Cazares’ tight 
bond with drummer Tim Yeung. “The number- 
one guy I connect with as a guitarist is my 
drummer,” Cazares says. “Once we have a vibe, 
I'm fucking happy.” 

As it happens, Cazares wrote the album while 
simultaneously tending to his reunion with Burton C. 
Bell of Fi actory, the widely influential industrial- 
metal group Ca: s left in 2002. The guitarist says 
Bell approached him about a year ago and raised the 
idea of rejoining forces under the FF name. *I wasn't 
sure if I wanted to tread into that water again," 

Cazares admits, “but Burton 
ired me everything would be 
cool." The two are currently at 
work on “ `k new music" 
with bassist Byron Stroud and 
drummer Gene Hoglan. 

Cazares says he may even be 
up to the challenge of touring 
with both bands. "The only hard 
part would be being away from 
my dog and my wife." 


somes 


*the setlist 


J.D. CRONISE .-: sworo 


[Interview by BRAD ANGL 
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“This was the first song off our second record, Gods 

of Earth. The other members don’t like to play it first 
because they don’t warm up before the set. They say it’s 
too fast. But maybe they just need to warm up.” 


“This song is told from the point of view of people living 
in the future, It's referring to the nuclear weapons that 
will destroy the world.” 


“This is inspired by a story from the Conan the Barbarian 
series of books. | really like playing this one live. It's just 
so much fun.” 


“People seem to know this as the ‘fast’ one off the first 
record, Age of Winters. This song was also in an episode of 
[HBO series] Big Love, strangely enough.” 
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Blade 
Axe 
Firelances 
Daughter 


Iron Swan 


Freya 


“ ‘Freya’ is the song that was on Guitar Hero and the one 
that people are most familiar with. On this tour opening 
for Metallica, the average fan probably hasn't heard of 
us. But if they have it's gonna be for this song, because of 
that game." 


"| used to use a Big Muff all the time, but when | started 
the Sword I found it was too ungainly. So | switched to 
the Metal Muff, which is much tighter, and | сап get a 
wider variety of sounds out of it.” 


“My main amp is an ORBo reissue from the late Nine- 
ties. It's been modified, and it's really loud. It's got four 
EL3qs and an [aftermarket] output transformer. The 
amp doesn't have any overdrive, and there's not even a 
master volume on it, but you just plug in and it sounds 
awesome." 


MUN 


+ 


[r2 


“I have the new Oranges with the black Tolex. Orange 
amps sound really great, and they're made well. Anybody 
can put decent speakers in something, but the cabinet has 
to be well made and solid for it to sound good." 


١ R I 
“This is my natural-finish '79 Gibson Explorer II. It's beat- 
up, but it plays nice. | have a B.C. Rich endorsement, so | 
play Mockingbirds live when I go to Europe. l'm too para- 
noid to take a vintage guitar on an airplane.” 


“I use this on a bunch of songs. Anytime you hear any 
effect besides distortion, it's this pedal.” 


Ht S THE PEDAL 
"We use the old Hush pedals with the two gates. They're 
great, because they color the tone very slightly. I've got 
this on all the time, and it doesn't choke my sound at all." 


Featuring the World: S [dest Video Ва for Guitarists 


Blackout Effectors 
Twosome Dual Fuzz 


The Twosome is a meaty fuzz sandwich made up of 
two discrete fuzz circuits. Each run independently in 
an A/B configuration allowing you to dial in fuzz or 
overdrive tones and switch between them. 


Lovepedal Purple 
Plexi Overdrive 


volume intense 


[= 


If you could fit all of Britain in one pedal, it 
would be purple and made by Lovepedal. 
The Purple Plexi sounds like a pissed off 
Marshall with sustain and dynamics for days. 


www.ProGuitarShop.com - 


Malekko Ekko 616 
Analog Delay 


600 ms of pure analog delay. External 
modulation controls with selectable true 
bypass or buffered output. Simply the 
finest analog delay in its price range. 


Empress Effects 
Superdelay 


Studio quality sound with more features than a Boeing 
747. This pedal sets the industry standard in multi- 
effect delays. The Superdelay is built like a tank and 
delivers enough options to make your head spin. 


503.670.4949 - Portland, OR 97224 


ИНЕ IN THE CLOSET. 


hw selections. 
By Brad hate эрш I | \ 


NA LTD. (SLAYER) 


ПОКІМБ AT THE SELECTION of covers that make up Children of Bodom’s latest release, Skeletons in 

the Closet, it’s obvious that the Finnish band holds heavy metal, Seventies rock and teen pop in 

equally high regard. On Skeletons, guitarist/vocalist Alexi Laiho and Co. rework 17 tracks from a 
surprisingly diverse group of artists, including Slayer, Billy Idol, Kenny Rogers and Britney Spears, 
giving each cut a boost of shred-heavy energy. Here, Laiho takes a moment away from Children of 


Bodom’s headlining U.S. tour to give Guitar World the skinny on each and every skeleton. 


CREEDENCE CLEARWATER REVIVAL 


‘Lang Aa Cin See The Light 


“LOOKIN' OUT MY BACK DOOR” 


Creedence Clearwater 
Revival 

“WE'RE ALL HUGE fans of The 
Big Lebowski [the Coen Broth- 
ers’ 1998 cult classic film]. We 
love the black humor, and the 
soundtrack is awesome. This is 
one of the tunes in the movie, 
but I knew the song way before 
[heard it in The Big Lebowski. 

I liked Creedence when I was 
a kid because my dad listened 
to that stuff. I knew I wanted 
Bodom's version to have banjo 
on it, but I thought, Who the 
hell owns a banjo? [laughs] Then 
I remembered that one of my 
friends plays, and when I asked 
him, he was into it. His banjo is 
alittle out oftune on our record- 
ing. When I hear it, 1 imagine 
some toothless redneck is play- 
ing it, but I think that's just the 
perfect thing for this song." 


“HELL IS FOR CHILDREN” 

Pat Benatar 

“THIS IS ONE OF the two songs, 
along with Trust’s ‘AntiSocial,’ 
that we recorded specifically 
for this release. From the very 
first time I heard this song, I 
knew we had to cover it. For 


me, it was a perfect song to turn 
into a metal cover. It definitely 
has some dark feeling in it. I'm 
a big fan of Pat Benatar’s music, 
and obviously the title fits us 
pretty perfectly, too.” 


eT SOMETHING 
Ramones 
“PEOPLE PROBABLY THINK 
its weird that we would cover 
a Ramones song, since we're 
a metal act. I know that, back 
in the day, metal dudes and 
punks used to hate each other 
and fight, but when I was a 
kid it was more like metal- 
heads and punks were on the 
same side against all the other 
fucking jerk-o › for us, 
like kindred 


“MASS HYPNOSIS” 

Sepultura 

“THE LEAD ON THE original 
track is pretty good, so that’s 
why I did it almost exactly like 
the Sepultura version. I don’t 


know why I picked this song; 
i good one. We could 
have done other songs, but 
м s a little 
less of an obvious choice 
pared to ‘Desperate Cry’ 
something. 


“DON'T STOP AT THE TOP” 
Scorpions 
“THIS ONE WE DID for 
a Scorpions tribute 
album. It’s actually 
one of the first Scor- 
pions songs I ever 
heard. It’s a real good 
track, and once again 
it’s one of the less- 
obvious cover choices, 
as opposed to “Rock 
You Like a Hurri- 
cane,” Matthias Jabs 
and Rudolf Schenker 
meant a lot to me growing 
up, but not as much as Steve 
Vai, for example. It’s funny, 
because now when I'm listen- 
ing to the Scorpions, I think 
the guitar solos are a lot better 
than when I first heard them. 
"There's actually a lot of really 
cool stuff in there." 


“SILENT SCREAM" 

Slayer 

“THIS WAS FORA Sla; tribute 
album. When we got the list 

of songs we could do, most of 
the obvious ones were already 
taken, except this one, which 
I've always thought was a cool 
song, anyway. The main ‘Silent 
Scream' riff is amazing. When 


it came to the solo, I did some- 
thing completely different. I 
didn't even try to learn the orig: 
inal solo note for note. A Slayer 
solo is their thing; I’m not even 
going to try and imitate that." 


“ІШІК” 

W.A.S.P. 

"THE FIRST TWO W.A.S.P. 
albums [W.A.S.P. and The Last 
Command] helped put the 
group on my list of favorite 
metal bands. This song was 
the first cover we ever did. We 
recorded it during our sessions 
for our first album, Something 
Wild [1997]." 


ETIN 

Kenny Rogers 

"THIS SONG WAS another cover 

from the Big Lebov 

track. But unlike the Creedence 

song, I'd never heard this tune 

before I watched the movie. 

I think it's alot more fun and 

challenging to cover non-metal 

songs. It's more surprising 

for Children of Bodom fans, 
too. Cover- 
ing Slayer, 
Maiden or 
Judas Priest 
is just so 
obvious for 
a metal band 
to do. That's 
why we 
wanted to do 
something 
different 
and record a 
Kenny Rog- 
ers song." 
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Find out more about Joel and Adam's speakers at 


www.celestion.com 


“ACES HIGH” 

Iron Maiden 

“I FIRST GOT INTO Maid- 
en when I was about 10 
years old. My friend had 
some Maiden tapes, and 
I'd go over to his place and 
listen to them. Like most 
of the metal covers on this 
album, this track was orig- 
inally recorded for a trib- 
ute album. ‘Aces High’ is 

a great song to begin with, 
and we just went over 

the top with it. It's pretty 
hilarious, It’s just so fast, 
and we added a bunch of 
crazy licks, I also redid the 
solo completely. Other: 
wise, we stuck pretty close 
to the orig 


"REBEL YELL" 

Billy Idol 

“I DIDN'T KNOW what 
the hell was gonna come 
out of this, but it turned 
out surprisingly well. 

I was definitely into 
Steve Stevens’ playing 

on the original. He's 

ап awesome guitarist. 
When you're listening to 
Billy Idol songs, there's so 
much shit going on that 
you don't really pay atten- 
tion to what the guitar: 
are doing. This song is so 
strong, but it also has a lot 
of crazy guitar work." 


“NO COMMANDS” 

Stone 

“THIS SONG WAS origi- 
nally done by [Children of 
Bodom guitarist] Roope 
[Latvala's] old thrash 
band from the late Eight- 
ies. Back in the day, they 
were really big in Finland. 
We actually recorded tk 
cover, like, 10 years ago. 


“ANTISOCIAL” 

Trust 

“THIS WAS ONE of 

the two new ones we 
recorded for the album. 


I only knew Anthr: 
version of the song. We 
were tight with schedul- 
ing and already had the 
Pat Benatar track chosen, 
and we didn’t know what 
the other song was going 
to be. Then someone 
suggested ‘AntiSocial’ 
because it’s metal but 
kind of punk, too.” 


"TALK DIRTY ТО ME" 


Poison 

"I STILL DON'T under- 
stand why people give 
[Poison guitarist] C.C. 
DeVille shit. I'd like to see 
those people try and play 
some of his solos. I pretty 
much grew up with hair 
metal. I started listening 
to these bands when I 
was real young be 

my older sister was way 
into hair metal, but by the 
time I was a teenager I 
got into a lot harder stuff. 
But nowadays I'm totally 
back into the hair metal 
bands, I love Eighties 
metal, I can’t help it.” 


“GHOST RIDERS IN THE SKY" 
Stan Jones 

“1 CAN’T REMEMBER 
when I first heard this 
song, but it was prob- 
ably when I was really 
young. I feel like it was 
in some cartoon I used 
to watch, For this cover, 
the arrangement is pretty 
much based on what they 
did in the Blues Brothe 
2000 movie soundtra 


“WAR INSIDE MY HEAD" 


Suicidal Tendencies 
“SUICIDAL ARE STILL 
one of my favorite bands. 
When І first heard them, 
it just sounded like what 
metal should be. I was 
still so young that I wasn’t 
thinking about stuff like 
crossover [the mixing of 


metal and hardcore]. I love 
Suicidal and how their 
attitude is so in-your-face. 
They're tough, but they 
have the whole insanity 
thing going on, too, which 
I think is so cool.” 


“DOPS!..1 DID IT AGAIN” 
Britney Spears 

“IT WAS ME and Janne 
[Wirman], the keyboard 
player, who came up 
with the Britney cover. 
Everyone else in the 
band was like, ‘Are you 
kidding me?’ [laughs] 
And we were both like, 
‘Dude, we're so not kid- 
ding you. We're doing 
this.’ It was the ultimate 
thing that we should 
definitely not do, and 
that’s why we did it. It 
would be fun to play live, 
but there's this chick 
doing the ba round 
vocals in the chorus, and 
without that it would 
sound pretty terrible." 


“WAITING” 


King Diamond 

"I'M A FAN OF his earlier 
stuff, but ‘Waiting’ is pretty 
good. I do the falsetto on 
this song, but the whole 
thing is a joke. We record- 
ed the music, and then I 
was thinking to myself, 
What the hell am I going to 
do about the singing? Then 
it just got out of hand. It's 
pure fucking comedy, I 
knew I could sing like that, 
but only in a goofy way.” 


ALL YOUR EFFECTS ANDA 20-SECOND L 


The best selling multi-effects just got better. The RP155, RP255, and SIGNAL 
RP355 not only feature a wide assortment of Wahs, Compressors, талын 
Distortion Stompboxes, Amplifiers, Cabinets, Choruses, Flangers, 

Phasers, Stereo Delays and Reverbs, but now run directly into a built-in 
20-Second Looper. Loop a riff, change programs and then overdub with a 
completely different tone. Open up your world to the power of looping. 
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DISTORTION 


LOOPER PEDAL 
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digitech.com . 
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Bluesrocker GEORGE THOROGOOD talks about his ; з 


- influences, hits and slide style, and delivers:the lowdown on his =. 


: band's latest album, THE DIRTY DOZEN. ` a 


n" Y 


by Jimmy Brow /р 


б 4 IKE ANY OTHER BAND, we're just trying to get new and excit- 
ing material in the show so we can keep going as long as we 

can,” says guitarist, singer and Blues Hall of Fame inductee 

George Thorogood. He's referring to the songs on his band's 
latest offering, The Dirty Dozen (Capitol/EMT). The album features the 
blues-rocker's trademark poignantly gruff, muscular vocals and guitar 
playing on six new studio recordings and rereleases of six fan favorites, 
including three rare tracks that were previously out of print in the U.S 
The record also marks his return to Capitol/EMI, where he found his 
greatest success in 1982 with the album Bad to the Bone. 

In addition to being offered on CD and as a digital download, The 
Dirty Dozen is available on vinyl exclusively from georgethorogood.com 
and at the band's live shows. Thorogood says, “I'm a big fan of vinyl, and 
it was important to me personally to make this album available in that 
format to those who want it. When we were sequencing the track list, 1 


hotographs by Rayon Ric ards 


т 


thought it would be fun to group the songs like you would for an LP, with 
the new recordings on side one and the rereleased tracks on side two.” 
Renowned as “the world’s greatest bar band,” George Thorogood 
and the Destroyers have enjoyed great commercial success for more 
than 30 years. Since releasing its self-titled debut album in 1977, the 
band has become a powerful force on the blues-rock scene, having 
toured and performed with many of the blues world’s most legendary 
artists, including Hound Dog Taylor, John Lee Hooker, B.B. King, Wil- 
lie Dixon, Bo Diddley, Albert Collins and Buddy Guy. Thorogood and 
his group have earned legions of fans across the globe and continue 
to be a big draw on the blues-rock touring circuit thanks in great part 
to their many enduring FM rock radio hits from the late Seventies 
and early Eighties. Those include souped-up covers of Hooker's “One 
Bourbon, One Scotch, One Beer,” Bo Diddley’s “Who Do You Love” and 
Hank Williams Sr.’s “Move It on Over,” as well as Thorogood’s own 


Be sure to check out our exclusive video lesson with George on this month’s CD-ROM! 
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tion “I Drink Alone” and his 
Bad to the Bone.” 

Most of the tunes Thorogood covers on 
The Dirty Dozen were originally penned by 
a who’s-who of American blues legends, 
including Diddley, Muddy Waters, “Sleepy” 
John Estes, Chuck Berry, Howlin’ Wolf and 
Willie Dixon. Thorogood says, “The tune that 
everybody seems to be making a big fuss over 
is ‘Tail Dragger,’ which was written by Wil- 
lie Dixon and covered previously by Howlin’ 
Wolf.” Also featured on the album are Wolfs 
“Howlin’ for My Baby” and “Highway 49,” 
which feature Thorogood’s signature scorch- 
ing slide playing in open G tuning (low to high, 
D G D G B D). The guitarist adds, "There": 
also a kind of rock and roll version of ‘Six Days 
on the Road’ [an early Sixties radio hit that has 
since become a popular trucker theme song], 
which has been covered by everyboc 
figured I'd throw my hat into the rir 
were, and add some slide guitar to it." 
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about the new record. 
It feels like a home- 

coming for me to be back with Capitol/EMI. 

is album is a real rocker, full of songs we've 
5 loved playing live, including some that 
our fans have told us they like a lot but haven't 
been available for a while. We're definitely 
going to be playing some of these songs on 
tour. I’m ready to mix it up and crank it up. 

GW Who were some of your formative 
musical influences? 

op I started out as an acoustic 

blues player and was initially influenced by 
guit like Brownie McGhee, Missi 
Fred McDowell and John Hammond. 
were all solo performers with acoustic guitars, 
and they all played in this fingerpicking style 
with a thumbpick and fingerpicks, usually in 
open tunings. I believe Bonnie Raitt started out 
that way, as an acoustic bottleneck slide player, 


eem pretty pumped 


“What makes 


so appealing is that it's a 
fantasy song about being 
the ultimate tough-guy 
outlaw and ladies man." 


before she went electric. That kind of style was 
very much in vogue in the late Sixties and е; 
Seventies. And then I got into Muddy Waters, 
John Lee Hooker and all the great Mississippi 
Delta bluesmen that played that way. 

When I later switched to electric guitar and 
formed a band, I retained that same kind of 
acoustic approach, using a thumbpick and one 
fingerpick. For guidance, I instinctively set 
out to do what all the masters had done before ` 
me and began to check out my favorite electric 
players' influences, and their influences, and 
their influences. I thought, If Keith Richards 
listened to Bo Diddley and Chuck Berry, then 
so should I, so I did that. I then investigated 
who they were influenced by, and people 
would say Muddy Waters and Elmore James, 
so I checked them out. Then I asked, *Well, 
who did they listen to," and people would say 
Robert Johnson, and that's where I had to 
stop, because now we were getting back to the 
dawn of the recording industry and, unfortu- 
nately, Johnson's influences predated that. So 
Ikind of went backward to go forward. 

I also listened to country pickers, people 


who played in a fingerpicking style in coun- 
try bands. I listened to a lot of [Lester] Flatt 
and [Earl] Scruggs, who were real country 
players. I'm not talking about *country and 
western" and that whole marketable style— 
I'm talking about players who couldn't afford 
electric instruments for the longest time and 
would just sit on their porches with these big 
acoustic boxes, picking out these rhythms 
and styles and trying to project without any. 
amplification. So I just assumed that this is 
how it's done, long before flatpicking and the 


electric guitar become the dominant, popular 


approach and style. 
GW What prompted you to switch to the 
electric guitar? 
OROG One day I decided I just 


couldn't play solo acoustic guitar like that, not 
on that level, like a John Hammond or a Taj 
Mahal, which is very demanding. I remember 
seeing Hound Dog Taylor play with his band, 
the HouseRockers, and he used a thumbpick 
and fingerpicks and played slide on an electric 
guitar, and I decided right then and there that 
that's what I wanted to do. So after trying out 
some Fender and Gibson solidbody electrics, 
which felt alien to me and my way of playing. 
I bought a used Gibson ES-125TC, which is a 
hollowbody archtop electric with fholes and 
ke vibe, but with a thinner body 
y, which felt perfect for my play- 
ing style. If I hadn't tried playing that type of 
guitar I probably wouldn't have ever made the 
jump to playing electric with a band. 
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Gw You have a very earthy, organic gui- 
tar tone. Can you describe your setup and 
approach to amplification? 

THOROGOOD Watching players like B.B. King 
and Elvin Bishop play, I noticed that those 
arely fool with the knobs on their guitars. 
They control the tone and the volume entirely 
with their hands, and that’s how I think the 
really great players play. I’ve also learned that 
in order to get that kind of dynamic range 
when playing electric, you really need to just 
plug straight into a small tube amp, such as a 
Fender combo, and crank it up. 

I also prefer to keep my guitar volume on 
10 most of the time. It’s kind of like driving 
a Chevy Nova: if you drive it at 70 miles per 
hour, it performs, but if you drop it down to 
55, it just stalls out. 

Gw Unlike the majority of electric slide 
players, you prefer a copper slide instead of a 
bottleneck [glass] one. 

ROGOOD I like that raspy, metallic sound 
that you get with a piece of copper pipe. On 
occasion, I’ve even roughened it up with sand 
paper to make it scratchier so it really digs 
into the strings. 

Gw “Bad to the Bone,” which you wrote, 18 
certainly your biggest hit and features your 
slide playing in open G tuning. 

D The “Bad to the Bone” riff is 
nothing more than a variation on Bo Diddley's 
"I'm a Man," Muddy Waters’ version of Will 
Dixon's “Hoochie Coochie Man" and several 
other tunes in the Mississippi Delta and Chicago 
blues styles. I just kind of honed it and refined it 
a little. The tuning gives you tons of sustain, and 
to play the main riff you pluck the two G strings 
[the fifth and third] with the thumb and index 
finger at the same time, so that you're doubling 
the melody in octaves. The other notes are fret- 
ted with the slide. So you begin by picking the 
open Gs twice, then it goes fifth fret, open, third 
fret, open, and then you mute the strings with 
both hands to silence them. 

I think what also makes “Bad to the Bone" 
so appealing is that it's a fantasy song about 
being the ultimate tough- guy outlaw and 
ladies man, and the ly just kind of combine 
all these little tongue-in-cheek macho lines. 

GW "One Bourbon, One Scotch, One Beer" 
was also a huge radio hit for you and is 
another fun story song. You play that one in 
standard tuning, right? 

"That's correct. For the majority 
of the tune, I’m just holding down a first-posi- 
tion E chord and thumping away on the open 
low E note with the thumb, which alternates on 
the upbeats with the E octave at the second fret 
on the D string and the open high E, which are 
picked with the first and second fingers. You 
have to kind of pull and snap the strings with 
the two fingers at the same time, and in the 
process you end up brushing some of the other 
notes ofthe chord on the B and G strings with 
the middle finger, like this [for a demonstration, 
see the video interview, on on this month's 
disc]. If you're a flatpicker, you're gonna be in 
trouble here! I add some simple fills between 
the vocal phrases, which I pick mostly with the 
fingerpick on the first finger. 


cat 


Visit guitarworld.com to see additional video 
of Thorogood from this interview. 
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OMEBODY HAD TO HAVE A 
vision and a direction. And that 
had to be me." Sounding only 
slightly less dictatorial than Ben- 
ito Mussolini, Ë guitarist and 
frontman Paul Stanley is talking about 
the making of the band's new album Sonic 
Boom. The first new Kiss studio album 
since Psycho Circus 11 years ago, Sonic 
Boom represents a triumphant return to 
form for the iconic Seventies rock band. 
Packed with 11 stadium-razing, hard rock 
scorchers, Sonic Boom is all killer, no 
filler. There isn't even a ballad in the mix. 

But it is an album that was almost 
never made. For years, Stanley staunchly 
refused to make another Kiss studio 
record ever again. “I was against the 
idea for as long as I can remember,” he 
says. "The fact that Kiss had been able 
to continue over the years, being able to 
do concerts and do great business, was a 
blessing. I just wasn't sure, up until the 
last year or so, that there w 
do another album." 

What changed Stanley's mind? It w 
Kiss’ Alive 35 tour, a monumental world- 
wide trek the band undertook to celebrate 
the 35th anniversary of Alive!, the 1975 
album that launched Kiss into the outer 
stratosphere of rock superstardom. Out 
on the road, the current Kiss lineup— 
which combines founding members 
Stanley and bassist Gene Simmons with 
inger on drums and Tommy Thayer 
on guitar—became a powerful, well-oiled 
juggernaut. Stanley heard echoes of Kiss’ 
Seventies glory days. 

"It was just so clear how great the band 
is now,” Stanley says enthusiastically, “I 
think everybody was ready to go in and do 
this album." 

Fans who buy Sonic Boom will get a 
healthy dose of today's Kiss and a nostal- 
gic backward glance as well. The album 
will be packaged with Kiss Klassics, a 
CD of Kiss hits re-recorded by the cur- 
rent lineup last year. In addition, it will 
include a bonus live DVD culled from a 
recent show in Buenos Aires. 

ommy Thayer, who officially joined 
Kiss in 2002, is a major reason why 
Stanley believes the current Kiss lineup 
is one of the best ever. “I think 
playing is off the hook," Stanley say: 
great in the sense that it refers back to all 
our influences, certainly, and everything 
we've done in the past and kicks it up a 
couple of ste: 

"There is 


a reason to 


a great spirit in the band 


54 GUITAR WORLD 


pad 


қ 
2 
Қ 
É 
22 
ж 


“FROM THE SONGS THEMSELVES ТО HOW THEY WERE 
RECORDED TO THE MIXES TO THE SEQUENCING, 


0 HAVE THE FINAL SAY.” 


—PAUL STANLEY 


now,” Thayer confirms. “We've all been on a high over 
the past year and a half, mainly because of the touring.” 
But Stanley had a few preconditions that needed to 
be met before he would enter the studio with his band- 
mates. “First and foremost was that I would produce 
the album," he "Ground rule number two was 'no 
outside songwriters.’ I think that when other people get 
involved in the band it may expedite things and make the 
process easier, but it certainly dilutes and dif 
the band is. We don't need someone else's interpretation 
of who we are. We need our own." 
And Stanley's third precondition? “Basically what 
you'd expect as a producer,” he says, “and that's that my 
word is final. Everything—from the songs themselves to 


how they were recorded to the mixes to the sequencing of 


the album...I had to have the final say. And 
I have to say, from the get-go, it was clear 
to ever; ybody that the results were terrific, 
which excited us that much more." 
Stanley was justified in his determina- 
tion to play the role of benevolent despot. 
His songwriting and lead vocals were the 
force behind many of Kiss 
In the early days, the guit: 
closely on the music with his longtime 
musical partner Gene Simmons. The two 
of them founded Kiss in the early Seven- 
ties, molding the group from the ashes of a 
prior band called Wicked Lester. But over 
time, they'd grown apart musically. And 


БЕН 
[aojo ojo ló 


has been to replicate onstage the leads 
played by Ace Frehley and other prior 

ead guitar He says of himself, “It 
doesn’t matter if Tommy Thayer wants to 
add his inflection or point of view to the 
class material. Nobody cares to hear 
that. I wouldn't." 

But on Sonic Boom, Thayer came to the 
table as a full member of Kiss, adding his 
musical perspective to both songwriting 
and guitar solos on the album. *In Decem- 
ber [2008] we started to talk about the 
album," he says. “And by January I was 
going to Paul's house to start throwing 
riffs back and forth, working out songs 
together. I co-wrote ‘When Lightning 
Strikes, which I also sing on the album. 
And I co-wrote ‘Never Enough’ with Paul 
and ‘I’m an Animal’ with Paul and Gene. 
It was just a matter of keeping things 
real simple and raw and not overthinking 
anything or deliberately trying to write 
something that would appeal to radio.” 

Part of Stanley’s master plan for Sonic 
Boom was that the basic tracks should 
be recorded live in the studio, the way 
Kiss did it in the good old days. The band 
set up at Conway studios in L.A. and cut 
basic tracks live to analog 24-track tape. 
Stanley says, “We were much more con- 
cerned with capturing feel rather than 
perfection. There were no click tracks. 
We don’t have a click track onstage, so 
why would we need one in the studio? 


Kiss 
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And it wasn’t about doing the songs 10, 20 
or 30 times. I think the most takes we did 
on any song was three." 

Stanley and Thayer both played 
rhythm guitar on the basic tracks. A 
1994 sunburst Gibson Les Paul Standard 
was Stanley's main ax, although he also 
brought one of his signature model Wash- 
burn Preachers into the picture. Thayer 
played a Gibson 1961 reissue SG. "Tommy 
and I mixed and matched until we found 
what ee the song and each 
ays Stanley, whose amps for the 
sessions included vintage Marshalls, a 
vintage Fender Bassman head and some 
Randall gear. Thayer’s rhythm guitar 
sound was derived from his signature 
model Hughes & Kettner amp, an H&K 
Statesman combo and a late Seventies 
Marshall Master Volume. 

“One thing that Kiss has always done, 
and something I’ve always talked about, is 
what I call ‘the Big Guitar,’ " Stanley 
“And ‘the Big Guitar’ is often just two gui- 
tars playing different [chord] inversions. I 
was a huge fan of Humble Pi 
part of the template for what Ki 
doing originally. And the double-rhythm 
guitarist thing was very much part of 
their approach. So the rhythm guitar feel 
and sound on Sonic Boom is often just a 
matter of what Tommy and 1 are playing 
against one апобһе: 

Once basic tracks were completed, the 


project was transferred to a Pro Tool rig at co-producer's 
Greg Collins' studio, the Nook, also in L.A. It was there 
that Thayer laid down his lead guitar tracks, alternating 
between the aforementioned '61 reissue SG and one of 
his signature model Les Pauls. “SGs, Flying Vs and even 
Explorers have a little more midrange punch to them 
than Les Pauls,” he explains. “It’s a little bit of a tighter 
sound when you're recording.” 

For guitar solos, a vintage Ibanez Tube Screamer was 
placed in line between Thayer’s guitar and amps. He 
employed his H&K signature model and Statesman amps 
in tandem with a 50-watt Marshall from 1973, “And we 
also have a little battery-powered Orange practice amp,” 
he adds. “We turned that on during solos to get a little bit 
of ratty-ness on the top.” 

Stanley planned to play some of the leads himself but 
decided to cede the job to Thayer. “Tommy was doing 
such a phenomenal job, I was just happy to let him go 
for it,” he says. “The album is going to be a big state- 
ment from him, being that it’s his first album playing as а 
member of the band.” 
hayer says, “A lot of the guitar solos in Kiss’ music 
are kind of thematic. It's more than j just riffing out. Th 
have a melody and a theme. You'll be riffing, but there’s 
start, a middle and a finish to the solo.” 

Although they’re a few years apart in age, Stanley and 
Thayer have discovered that they are very much on the 
same page when it comes to guitar influences. Thayer 

ays, “Paul saw Led Zeppelin for the first time in 1969; I 
saw them for the first time in 1977. That's the difference. 
But we both love Led Zeppelin. I ae ted playing guitar 
and going to concerts around 1974, so I was influenced 
by a lot of Seventies guitarists like Ace Frehley, 
Montrose, Joe Perry and Davey Johnstone [Elton John, 
Alice Cooper]. But really those guitar players were direct- 
ly influenced by Jimmy Page, Eric Clapton, Jeff Beck 
and Jimi Hendrix. So it comes down to the same thing. 
Also, I grew up loving Kiss, so it makes sense that I'd also 
like all the influences that made Kiss Kiss, whether it’s 
Humble Pie, Led Zeppelin or Cream.” 

But while Stanley chose to record the ba using 
old-school techniques like live-in-the-studio playing and 
analog tape, he says that “the last thing I wanted was to 
retro album. I just wanted to make an album that 
was true to Kiss, that captured the vitality, focus and ener- 
gy of us at our best. And Sonic Boom does just that.” 
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make 


in particular is quite anthemic. 
It's even got the “Hey Jude,” 
crowd sing-along ending! 
STANLEY At our best, that’s what 
we do when we write. Actually, 
| think my style of songwrit- 
ing comes more from the [late 
Fifties/early Sixties] days of pop 
than from heavy metal. | think 
a song needs a verse, a pre- 


things that a five-minute guitar 
solo is never going to take the 
place of. 

BW Your stuff is always pretty 
classically structured: a good 
bridge and, as you say, three 
good verses and a killer chorus. 
STANLEY Yes. | like to think that 

а song comes full circle, It 
leaves you satisfied at the end 
because it takes you back 

to where you started, only 

at a higher level of emotion. 
Dynamics and the way you 
build a song’s arrangement 
are important, but you have to 
build on a foundation, 

GW In the early days, you and 
Gene shared writing credit on 
some of the band’s best-known 
songs, including “Rock and Roll 
All Nite" and “Strutter.” 

STANLEY Yeah, It's interesting. 


Gene and | often put both our 
names on them. And there are 


i other songs that we didn't put 


both our names on, but where 


i we also had a big hand in each 
i other's writing. And on Sonic 

i Boom we wrote together. | was 
i very adamant that we write 


together. | think there was a 
little hesitation about it at first, 
but it was effortless. At first 


i Gene said, "Well, we write dif- 
chorus and a chorus. These are : 


ferently now, and our styles 
have changed.” | said, "No. 
It's essential to the chemistry 


i of the band to have us write 
i together.” Both our names are 


i and do it exactly the way we 
i wanted. We didn't want to com- 


promise, didn't want anybody 
else's input. And those are the 


i songs that came later іп Kiss. 


But the two people who 


i wrote those original songs 


were still capable of writing 
with that same chemistry. The 
chemistry didn't go away. We 
just had to push away a couple 


i of roadblocks. It would have 

i been insane not to take advan- 
і tage of that chemistry. 

i GW You're lucky. Not everybody 


: “YOU KEEP THE DRUGS. JUST GIVE 


ME THE SEX AND ROCK AND ROLL.” 


—PAUL STANLEY 


i опа lot of the new songs. 
i &W How did you and Gene come : 
to drift apart in the early days? 
i STANLEY We always had some- 

i what different approaches to 


songwriting, but that was what 
made those early songs spe- 
cial. | think at some point we 
both decided that we wanted 
things our way. We were big 
kids with big egos. We just 
decided to go off on our own 


} can get back to that place. 


Sometimes great songwriting 


i teams reunite after many years : 


and it's just not happening 


i anymore. 

i STANLEY | think part of the reason, 
; again, is that you have to be 

i selfless. Writing a great song 

i has to be a bigger priority for 

i you than getting your own way. 
i Once the ego is out of the way, 
i the potential is unlimited. | 


think there was a great sense 
of group unity and purpose on 
this album. It wasn't about pro- 
moting any one person in the 
band; it was about waving the 
flag of a great band. 
&W Do you actually remember 
writing "Rock and Roll All Nite"? 
STANLEY | do, absolutely. We had 
had a meeting with the [Casa- 
blanca] record company presi- 
dent at the time, Neil Bogart, 
who said we needed an anthem. 
The whole idea of a rock anthem 
was strange to us, because it 
wasn't common back then. We 
asked him what he meant. He 
pointed to Sly and the Family 
Stone and said that their song "I 
Want to Take You Higher" is an 
anthem in the sense that it's a 
song the fans can rally behind, 
one that speaks to the common 
experience between the band 
and the audience. 

So | kind of went, "Got it!” 
| went back to my hotel room, 
picked up the guitar, played 
an A chord and sang, “І wanna 
rock and roll all night and party 
every day." It came really eas- 
ily. | then knocked on Gene's 
door and said, “What do you 
think of this?” He thought it 
was great and said, "| have 
a song that isn’t finished.” It 


Simmons and Stanley 
onstage circa 1977 
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The original Kiss lineup at Grauman's Chinese 
Theatre, in Hollywood, on February 20, 1976. 
(clockwise from top) Stanley, Peter Criss, 

Ace Frehley and Simmons 


was called “Drive Me Wild.” So we put 
his verses for his song “Drive Me Wild” 
with the line “rock and roll all night and 
party every day,” and that was the song. | 
remember it as clear as yesterday. 

After that, “partying” became a com- 
monly used term in the English language. 
| just thought it summed up the idea of 
having a great time. It got all kinds of oth- 
er connotations with time, but the essence 
of what we were, and certainly the life we 
were living on tour, was rock and rolling all 
night and partying every day. 

&W | think Kiss can take credit for turning 
the noun "party" into a verb. 

! Yes. We wanted “to party,” as 
opposed to going to a party. 
BW But Gene always says, “Oh man, | 
never did drugs.” 

And that's true. To us, “to party" 
meant to have a great time. | can remem- 
ber clearly people would say “sex, drugs 
and rock and roll.” And | would say to them, 
“You keep the drugs, just give me the sex 


and rock and roll. Whatever I'm gonna do 
tonight, | want to remember tomorrow.” 
8W In Kiss, you wrote so many of the 
songs, and you were the lead singer. 
Does it bother you that to the average 
person on the street Kiss is "that guy 
with the tongue"? 

That's the kind of question that 
only somebody who knows music would 
ask. But | think it's fair to say that Gene's 
persona and his look are what has come 
to be known as the epitome of the Kiss 
image. If the band had to be summed 
up in one face, it would certainly be his. 
Look, we all have different aspirations in 
life, and Gene's is to be in a spotlight all 
the time. Anyone who isn't deeply aware. 
of the band as a musical force would 
naturally assume that Gene is the central 
part of the music, whether it's as the 
front man or lead singer. He's certainly 
got the biggest mouth. 
gw We'll give him that. 

ШЕ But with time, hopefully everybody 


POWER PE 


MOTORIZED 
STRING WINDER 


och 


STRING YOUR INSTRUMENT 
UP 10 70 % 


PORTABLE HANDHELD DESIGN © 


O PROPRIETARY PEG HEAD FITS © 


"ELEGTRIG GUITAR 
“BASS GUITAR” 
“ACOUSTIC GUIAR” 


© FORWARD AND REVERSE © 
CAPABILITIES 


© LOCKING SAFETY SWITCH © 
WWW. ERNIEBALL. COM 


becomes comfortable with their role 

and thankful for what it is—and not too 
concerned with what it isn’t. Everyone 
around us certainly knows that this album 
wouldn't have happened without my 
asserting to some extent how we should 
have done it. Gene and | are different 
people, but we're both very much essen- 
tial to the mix. 

&W Gene can be quite confrontational. Is 
he that way with you? 

No, no. He knows when not to rattle 
his saber. You know, Gene is very much 
about getting a rise out of people and 
saying things that will elicit a reaction. 
But our relationship isn't about that. We 
have known each other for 40 years. Our 
bond is much deeper and much more 
genuine than that kind of thing. But yeah, 
he's certainly a piece of work. 

&W Being that he is, as you said, into get- 
ting a rise out of people, is he the first 
one who said, "Hey guys, what if we put 
on makeup?" 

! Look, he would take credit for 
inventing water. 

&W That's not what I'm asking. 

Yeah. | would hope that he would 
be generous enough to acknowledge 
that the synergy and chemistry in the 
band resulted in much of what we did 
in the beginning. I think as an only child 
Gene was probably much more used to 
saying "I" and "me" instead of "we." 

&W We've talked іп the past about how, 
in the early days, Kiss' presentation was 
more transgender glam/New York Dolls 
before you went with the cartoon super- 
hero look. 

In the beginning, before we ever 
had a record deal, we initially were more 
glam, and we used lots of colors in our 
stage outfits. Once we saw the New York 
Dolls, whose waists were as big as our 
wrists, we realized that we looked more 
like linebackers in drag. Quickly, Gene 
and | looked at one another and said, 
"The colors have got to go. How about 
we go to black and silver?" That's when 
we really formed clear identities for each 
one of us. It wasn't meant to be kabuki, 
but it was much more graphic than glam. 
&W So what was it like to go back and re- 
record a bunch of the old Kiss songs? 

It was actually a lot of fun to revisit 
those songs. Because over the years of 
playing them, while we certainly presented 
them with their core identity and sound, 
we weren't playing them the way they 
were initially recorded. So to go back and 
re-cut those songs was almost like going 
back to school or looking at your old 
snapshots and recreating the poses. 

&W It sounds like you studied the original 
recordings very carefully. 

ү Totally. We really went back and 
matched the tempos, keys...everything. 
It's interesting, because a lot of those 
songs were slower than we remembered, 


i because the live versions of them tend to 
i be much more high energy. So to listen to 


them and cut them again was a real chal- 
lenge at times. We captured the sounds of 
the guitars and everything, but vocals are 
something where you really want to match 
the inflection, cadence and tone of the 
original. Over the years, though, you start 
to sing differently. Tonally, your approach 


i to a melody may be different. So getting it 
i backto that was really interesting. There 


were times when I'd have to listen to a 


i vocal line by line in order to nail it. 
i GW It was that obsessive? 


Oh yeah. We wanted the re-cut ver- 
sions to be virtually interchangeable with 


: the originals. 
i GW What are some of your personal favor- 
} ite songs among the Kiss catalog? 


Oh, “Love Gun.” | think that’s a 
great song to this day. “Detroit Rock 


i City," "I Want You." I'm a big fan of "God 


of Thunder,” because | always like the 
idea that Gene's signature song was writ- 
ten by me. 
BW And now you're back on the road, cel- 
ebrating the 35th anniversary of Alive! 

ILEY Yes. The show is built around the 
songs on Alive! And then there's a big 
chunk of other classics thrown in. And here 


i we have Sonic Boom coming out, so some 
i of those songs will find their way into the 


show. So it's very much a celebration of 
everything we've done, but focusing par- 
ticularly on the 35th anniversary of Alive! 
BW Are you still seeing the old fans? 
People who have been with Kiss since 
day one? 

Y There are some of them still there, 
sure. But Kiss has become multigen- 
erational. Some of the original fans are 
bringing their kids, almost as a rite of. 
passage, so their kids can experience 


| what they did. And we see teenagers, 


too. | think Kiss connects with that part of 


i everybody that wants freedom and to live 
} as they choose. It's a night for everybody. 


You know, if you can't look like Kiss, at 
least you can feel like Kiss 
&W And plenty of people try to look like 
Kiss. 

You know, that's a great compli- 
ment. Because it's not easy. 


i &WIthink that by fictionalizing the band, 
} by becoming characters, you've kind of 
i sidestepped the problem that so many 


bands face: the problem of growing old. 
I think the band has become iconic 
in that the identities of our four characters 
transcend the music. We're certainly a band 
first and foremost, and that’s what's impor- 
tant to me. Yet, just on a purely visual level, 
you can bring a photo of Kiss anywhere in 
the world, show it to someone and they'll tell 
you it's Kiss, whether or not they're familiar 
with the music. We seem to have diversified 
in so many ways. But still, to me, the core of 
it is about the music. And that's what Sonic 


i Boom gets back to—the music. 
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You've spent years down in the trenches cultivating 
your own unique voice, garnering the respect of your 
peers and the admiration of your audiences. Now you're 
ready for an instrument worthy of your hard-earned 
cachet; a roadworthy axe with the stability, balance, 
and playability you demand at every performance. Your 
choice? Ibanez Prestige — crafted by Japan's finest 
luthiers — a guitar that will carry your sound to new 
heights and inspire your imagination. 
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ON GOD AND GUNS, A NEWLY RESURRECTED LYNYRD SKYNYRD 
RECLAIM THEIR RIGHT TO BEAR ARMS—AND TO ROCK AND ROLL. 


BY ALAN PAUL * PHOTOGRAPHS BY TRAVIS SHINN 


stopped by the Manhattan offices of 
Sirius/XM Radio to promote God & Guns, their new album, they 
performed inside the Fish Bowl. Located smack in the middle of 
the satellite radio conglomerate’s lobby, the appropriately named 
room is fully enclosed in soundproof glass, its inhabitants on display 
from all sides. 1 Throughout Skynyrd's six-song performance, the 
hand-picked fan club members who made up the seated audience 
responded enthusiastically. More telling was the gathering crowd 
of Sirius/XM employees, who left their desks one by one to take in 
the legends in their midst. They filled the hallways around the stage, 
hung over the balconies from above and lined the back of the room. 


By the time Skynyrd began to hammer & Guns. That le itarist Ga 
out the familiar opening riff of “Sweet а HD 
Home Alat their last song of the 
he scene felt more like 


t than a promotional stop 


bassist Ean Evans succumbed to cancer 
a few months later, they briefly consid- 
ered hanging it up. It was two more body 
blows for a band that has taken more 
gton, Ronnie Va a than its share of hits. 

by a band getting the word out on its ollins first formed the band in Florida 45 years “Losing and Billy really hurt,” 
latest—in Skynyrd's c 15th—album. ago. Guitarist Rickey Medlocke, who has emerged as a Medlocke says. * 8 

Nobody could have predicted such a spokesman for the group, has been with Skynyrd for 13 ^ much. And to be here le 


band's sole orig 


scene back in 1987, when the band played years, but he was with them back near their beginning. later, coming off a very successful tour 
together for the first time ina d I actually the band's drummer from 1970 to 1971, with Kid Rock, promoting a new record- 
That tour marked the 10th anni before he left to form and front the band Blackfoot. He ing we feel gi about...well it's almost 
the plane crash that killed singe rejoined Skynyrd in 1996 and is now a core member, hard to bel 

Van Zant, guitarist Steve Gaines and his along with Rossington and Van Zant. For a band w vith such a long hi 

sister, backup singe sie Gaines, and Medlocke shakes his head when talking about the Skynyrd could rest on their laur 
seemingly ended the band in the midstof tragedy the band has continued to stare down. Powell’s God & Guns is an ambitious wor! 


their prime. death affected them deeply, he says, and when longtime with it Skynyrd have honored their tradi- 


for his late brother back in 1987. 
still at the mic. Much else has 
however. Keyboardist Billy Powell 
died from a heart attack in January 
2009, in the middle of recording God 


= BE SURE TO CHECK OUT THE EXCLUSIVE 
LYNYRD SKYNYRD “ 
ON THIS MONTH'S CD-ROM! 


Skynyrd onstage at Celebrity Theatre in Phoenix, 
Arizona, September 9, 2009; (previous spread) 
Rickey Medlocke, Gary Rossington and Sparky 
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tions and polished them with a modern sheen cour- 

tesy of producer Bob Marlette (Black Sabbath, Saliva, 
Shinedown). Several tracks, notably the flag-waving 
anthemic title track and “Gifted Hands,” a tribute to 
Powell, will fit right in to country radio. Elsewhere, 
Skynyrd turn up the crunch, taking a hard-edged mus 
cal approach that would sound at home next to Nickel- 
back. The first single, “Still Unbroken,” is among those 
rockers, a defiant statement by some of rock's ultimate 
survivors, which has been adopted as a theme song by 
the WWE. 

The wide musical range is also reflected by the 
album’s guest musicians. Marilyn Manson guitarist 
and noted chicken picker John5 co-wrote six songs 
and plays a couple of finger-blistering solos, while Rob 
Zombie and country Dobro ace Jerry Douglas make 
appearances as well. But the heart of the music remains 
the band's signature three-guitar attack, delivered 
here by Rossington, Medlocke and Mark "Sparky" 
Matejka. The guit: nimate the songs, sparking off 
one another and creating rich textures with pumping 
rhythms and screaming three-headed leads. 

As the band's last connection to its origins, 
Rossington takes his role as keeper of the Skynyrd 
flame seriously. Still, he laughs when Lynyrd Skynyrd's 
tortured history is compared to an old philosophy 
question: If you replace every part of a car over the 
course of decades, is it still the same car? 

“Well, we're definitely still Skynyrd,” he says. “I 
wouldn’t ever let anyone in the band that did not have 
absolute respect and understanding for the history, the 
original members and everything we've done. We want 


to be the real deal and no bullshit about it, because that’s 
what this legacy is all about. It’s all on the up and up.” 


GUITAR WORLD On God & Guns, it sounds like you set out 
to do something decidedly different. The music seems 
like an extension of the group’s past efforts rather than a 
retread of familiar songs. 

Oh yeah! We wanted to show people 
that we still had some new, different, exciting stuff left 
in us. We love to play our classics and always will play 
them, but we also need to keep things fresh. We took a 
long time to write this album. Johnny, Rickey and myself 
worked on songs and went to Nashville and got a few 
more writers involved, and we tried really hard to write 
some good stuff that would stand up to our classics but 
also stand apart from them. 

RICKEY MEDLOCKE We really wanted to bring something 
new to the table. We just wrote the best songs we pos- 
sibly could and did the best recording of them. We didn’t 
cut any corners in terms of time or money. 

My old man Shorty was a huge figure in my musical 
life. He wrote [Blackfoot’s] “Train, Train” and Ronnie 
wrote “The Ballad of Curtis Lowe” [from Lynyrd 
Skynyrd’s 1974 album, Second Helping] with him in 
mind. The old guy once told me, “If you ever want to 
make something happen and be noticed, do something 
different.” And that’s basically the advice we followed 
here, and it started with getting a really different kind of 
producer, Bob Marlette, who brought a lot to the table. 

Gw “Still Unbroken” could be your theme song. How 
much does it describe Skynyrd’s present attitude toward 
life and music? 
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ROSSINGTON Pretty much totally. That's jus 
a true story about what's happening to us. 
After a while you just feel like you can with- 
stand anything. You can’t make this stuff up. 

I know a lot of people fear getting older, but 
їп а way it’s great. You lose fear and don’t really 
care about how others see you. And after you 
get older and have been around long enough, 
people show a little respect whether they like 
your music or not. It’s hard for anybody in life 
to keep going through tragedy, but we all lose 
loved ones. Tragedies happen to everyone, and 
they happened to us in the public People 
who have been following us have seen the band 
go through a lot and they te to that. When 
people see you go through so much, they get 
closer to you. We've been through a lot and 
we're still standing. Still unbroken. 


E The song reflects everything 
we've been through, and we almost named 
the album after it, but we wanted to move 
past our past. We still get questions about the 
plane crash, but the band has moved so far 
beyond that. 

We actually began writing "Still Unbroken" 
right after Leon [Wilkeson, original bassist] 
passed in 2001. We worked on it with Hughie 
[Thomasson, who left Skynyrd in 2005 to 
reunite the Outlaws and passed away two years 
later] but never finished it. Then, as we 
getting ready to start writing sessions this 
ing, Gary listened through a bunch of 
s of old songs to see if there was any- 
thing worth going back to, and he came ai 
this song. We could hear Hughie talking and 
it was really moving in ways that are hard to 


oss 


describe. It's what really got us going on this 
album. It all started there. 

GW It also has a very thick, textured guitar 
sound. 

MEDLOCKE That's because it's in a drop 
tuning, which I write in often. In this case 
are detuned half a step, and then the low E is 
down another step. I often use dropped D or 
C—I even go all the way down to A. What can 
be really cool is drop a guitar down there and 
have the rest of the band continue in standard 
tuning. It gives it a lot of power and texture. 

GW Gary, zg Allman told me that when 
the Allmans were doing their stand at the 
Beacon Theatre here in New York last Ma 
one night he looked down the line of guitarists 
and thought, Damn, I’m the only one left. How 
often do you feel like that? 


е 
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ON THE MARK 


HOW GUITARIST MARK “SPARKY” MAJETKA REMAINS 
CONSISTENT AS SKYNYRD’S THIRD MAN. 


=== 


$ A Nashville studio veteran 
i who played with the Charlie 
Daniels Band for five years 
and then worked with his own 
rocking country band, Hot 
Apple Pie, Majetka spent years 
listening to Skynyrd’s music. 
Having shared stages with 
them and covered their songs 
in bar bands, he thought he 
knew the tunes well. But when 
he got the gig, Majetka says, 
he had to dive in to really learn : 
and master the parts. i 
“It wasn't hard in an, ‘Oh 
i my God, my fingers are tied in 
i knots’ way,” he says. "The dif- 


—————— 


IT TAKES MORE THAN hot 

licks to get a gig with Lynyrd 
Skynyrd. Gary Rossington says 
he won't make a member of 
anyone that doesn't fully under- 
stand the band's history, and 
Rickey Medlocke gives every- 
one who auditions the same 
command: "Don't even bother 
showing up if you're not going 
to come in and give respect 
and honor to the original tracks 
and emulate the guys who 
you're auditioning to replace 
and play with." 

Obviously, guitarist Mark 
"Sparky" Majetka, who has 
been with the band 
for five years, passed 
these tests. The 
band's sound has 
always been centered 
around three distinctly 
different lead guitar 
tones: Rossington's 
fat humbucker slide, 

a heavy Explorer-into- 
Marshall sound pio- 
neered by Allen Collins 
and now handled by 
Medlocke, and a crisp- 
er single-coil sound 
originally laid down 

by Ed King (“Sweet 
Home Alabama”) and 
Steve Gaines (“I Know 
a Little,” “What's Your 
Name"). This latter 
role is now Sparky's. 
“Pm the Strat guy,” he 
explains. 
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i ficulty came in catching and 
i mastering all the little subtle- 
ties and idiosyncrasies that 


i Skynyrd, an opportunity he has 
relished. "It's exciting to create 
i my own parts after years of 


make the songs so perfect— 
little harmonics, inflections, 
micro bends—and the ways in 
which the three guitars divide 
up parts, mesh and stay out of 
i each other's way." 

i Rossington says that Majet- 
ka took the ball and ran with 

it from his first day with the 
group. “Sparky is phenomenal. 
He can play absolutely any- 
thing. When we do the classic 
songs, we try to do them just 
like the record, and he nails 

i them. And when we do new 


i mastering other people's licks," 
i he says. “I've tried to take 


the stylistic hallmarks of the 
band and add my two cents. 
I'm really proud that we were 
able to give Skynyrd their clas- 
sic sound while adding a new 
modern edge. We feel like this 
record is taking Skynyrd into 
the new millennium." 

And about those initial tests 
anyone has to pass to get into. 


i the band? They were never а 
; problem because Sparky is 
} completely reverential toward 


i songs or have any kind of a jam 

song, he does what he wants. 

and plays fantastic licks." 
Recording and now perform- 

ing the songs on God & Guns 

i has given Majetka a chance to 

i put more of his own stamp on 


the gig. Even after playing hun- 
dreds of shows with Skynyrd, he 
says that it remains thrilling. 

"| have a personal moment 
every time we play 'Free Bird' 
that is incredibly special to me,” 
i he says. "I end up standing right - 
next to Gary as he takes his 
slide solo, and every night | look 
at him and have to pinch myself. 
I still can't believe I'm standing 
next to Gary Rossington hearing 
the tone out of his amp just as 
he does and watching him play 
this classic solo that's just as 
perfect today as the day it was 
originated. 

“| have a personal rever- 
ence for Gary's tone and licks 
and everything he plays. At 
moments like that, | sometimes 
have to remind myself to keep 
playing. The music is as big as 
the band itself, and every mem- 
ber that's ever been in the band 
has paid homage to what Gary, 
Allen and Ronnie created. That's 
what the new record is about to 
me. The music they created in 
the Seventies is still unbroken." 

—Alan Paul 
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“HANDGUNS WERE MADE 
FOR KILLING AND 

I DON'T THINK ANYONE 
NEEDS ONE, BUT 


A SHOTGUN TO 
PROTECT YOUR 
FAMILY 
IS DIFFERENT." 


-GARY ROSSINGTON 
— o 


ROSSINGTON Pretty r 
thank God I’m still her 
come to hear us and li 
Ronnie, Allen [Collins 
band, we just had ad 
to get ina really big ba 


regularly, but I just 


re and that people still 
ke the music. When 
and I started out this 
am to share our music, 
nd and make the world 


listen. We did it, and I’m just carrying that on. 

GW Do you feel an obligation to the fans and 
even to history to keep Skynyrd going, rather 
than just saying, “Screw this. I’m in the Rock 
and Roll Hall of Fame. Now I'm hanging it up 
and going fishing"? 

ROSSINGTON Well, yeah. That's what I'm 
doing it for—to keep the music going, and let 
people hear our music and the songs. I feel 
like we have a responsibility to them and to 
the music itself. And there's a new generation 
of Skynyrd fans, too and we're playing for 
them, as well. 

I have felt like hanging it up sometimes, 
because it's hard out on the road. But we 
don't tour as much as we used to, and I always 
get home after a while. We have two little 
baby grandkids now that take up all our time 
when we're off, so for me it's the best of both 
worlds. I don't have any reason to quit. Where 
Skynyrd is coming from is bigger than any of 
us. We just keep going. 

MEDLOCKE In the middle of recording this 
album, we lost our bassist, Ean Evans, and 
Billy Powell, one of our best friends, a brother, 
one of the original guys who had been with 
us all those years. We were at a point where 
we didn't know what we wanted to do. We 
thought that maybe we should call it a day. 
But you've got an obligation to the fans, the 
people who have been there all those years. 
And we are three generations deep into fans, 
just like we sing on [the God & Guns track] 
"Skynyrd Nation," and we owe it to them, to 
give them something. We decided to finish the 
record and go forward. 


Gw Bob Marlette gave you guys a very mod- 
ern sound. Did you have to adapt the way you 
played or recorded from what you have done 
all these years? 

ROSSINGTON Yes and no. We did it all digi- 
tally and used Pro T ool but when it came 
time to re nd basic tracks, we 
did it like we alway: Those are all real 
tube amps. We took our time, J a million 
different amp-and-guitar combinations, found 
the sounds we wanted and played our parts. 

ске I really took my time to get a 
reat O and Bob helped me come up 
`ool approach to my tone. Гуе got a 
few gi old Marshalls that I use live: 71 
and 72 heads and an old combo with 2x12s. 
When I did the heavy tracks with drop tun- 


g 


ings, I used both heads into different cabinets 
and then ran into the Marshall combo with 
a totally clean sound. I got different tones 
on all three, and they were mixed together 
for one huge sound. I tracked using either 
my new Floyd Rose-equipped, hollowed-out 
center Les Pauls, which the Gibson Custom 
Shop has made me, or my old Black Beauty. 
OnceI a solid rhythm track, I would 
come back and use an old Tele that has a 
real pristine ping on the top end and run it 
through the same amp setup and run another 
rhythm track. Bob mixed it all together to 
form the basic tracks for most songs, and it 
just sounded huge. 

GW Could any other band have a range of. 
guests on an album that stretches from coun- 


SKYN TONES 


A GARY ROSSINGTON AXOLOGY 
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FOR THEIR 2009 TOUR, 
Lynyrd Skynyrd had to 
break in not only two new 
band members—key- 
boardist Peter Keys and 
bassist Robert Kearns— 
but also some new amp 
heads for founding guitar- 
ist Gary Rossington. That 
may not sound like a big 
deal, but consider this: 
Rossington had been play- 
ing with the same pair of 
Peavey Mace heads since 
1971, when Hartley Peavey 
gave them to him person- 
ally. They have now been 
replaced with two Peavey 
Penta Gary Rossington 
Special Edition heads. 
Louis Williams, Ross- 
ington's guitar tech, 


explains, “The Maces 
are still fantastic heads, 
but parts were getting 
tough to come by, and it 
was a little nerve wrack- 
ing. Gary played through 
Pentas at an awards show 
and loved them. He just 
wanted some mods done, 
so Peavey sent guys out 
with him and they tweaked 
them into these signature 
amps.” Rossington runs 
the heads through four 
4x12 cabinets loaded with 
standard Peavey Black 
Widow speakers. 
Rossington still plays 
Les Pauls, as he has 
throughout Skynyrd's 
career, but now he leaves 
his '59 Standard at home 


and instead plays copies 
from his signature Les 
Paul series. “| don't have 
to worry about them so 
much," he says. 

His main stage guitar 
is a Custom Shop Les 
Paul honeyburst, which 
is chambered for lighter 
weight and greater sustain. 
Rossington also has a 
similar black Les Paul, 
which he uses for a handful 
of alternate tunings, and a 
signature Custom Shop SG, 
which he only plays on one 
song, "Free Bird." 

Rossington's sole 
effect is a Line 6 MM4 
Modulation Modeler pedal, 
which he uses sparingly 
for tremolo and phase 
shifting. "His setup is 
basically just a guitar and 
amp through a wireless," 
says Williams. *The real 
tonal variation comes from 
the fact that Gary is a 
master at modulating his 
sound by turning down 
the guitar just a tiny bit 
and working the tone and 
volume to get overtones, 
feedback and crystal- 


i clear sounds. It's all in his 
i: hands." —Alan Paul 
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try Dobro master Jerry Douglas to metalhead 
Rob Zombie? 


[laughs] I don’t know. That's 
two pretty wild bookends. Musicians respect 
each other if they think one another are good. 
We didn’t all get in the same room and become 
buddies, but everybody was on the same page. 
Jerry is a friend of ours and is so great. He's 
the best Dobro player there is. I called him up 
and asked him to come in, and he laid down his 
tracks in one or two takes, and we all watched 
him in awe. He played Dobro on *God & Guns" 
and electric slide on “Unwrite This Song." Rob 
came in because he was a friend of Doug Mar- 
lette and Johns, and he did some really cool 
vocal tracks on the song “Floyd.” 

Gw John5 cowrote six of the songs and 

plays two solos. As Marilyn Manson's guitar- 
ist, he seems like a wild choice for Skynyrd, 
but makes perfect sense to anyone who has 
heard his chicken-picking solo music. How 
hook up? 

эсКЕ Thr ough Bob Marlette. Johnny, 
Gary aad myself were writing and John came 
by. He walked in wearing the whole stage get- 
up—spiked hair, big boots, black fingernails, no 
eyebrows—and we kind of stared at him. The 
first thing we asked was, “What's your back- 
ground?” And he goes, “My parents raised me 


on Hee Haw.” Then he took out his Telecaster 
and started playing Roy Clark licks better than 
Roy Clark. And he was in! This guy is an unbe- 
lievable guitar player who can play everything, 
from country to jazz to the heaviest rock. We 
just enjoyed having John with us so much. 
The first time we laid eyes on 


great he was, got to be friends and wrote a few 
songs. He’s coming from a different place, but 
we loved working together. 

I relate to him through music, and that's 
what it's about. I don't talk politics with 
people I meet or ask them the way they 
feel about things. The music and the band 
experiences are enough to talk about, instead 
of politics and all the stuff that people argue 
about, Everyone's got their own opinions, and 
I don't try to change their minds. 

GW But the album really does make some 
direct political statements, starting with the 
title, which seems to refer to something Presi- 
dent Obama said during the campaign. 
оске We're not talking directly about 
President Obama. I have never had a position 
in government, or a job that's got that kind 
of pressure, so far be it from me to criticize 
anyone before they've had a chance to prove 
themselves. I don't want to use my platform 
to speak out against anybody. I'm a rock and 
roller. I play music for a living. 

I will say this much, however: we are all 
looked at like we don't work, we just run up 
and down the road and party all the time, 
that it's nothing but sex, drugs 
roll. But fuck that. We work our ass 
a living. You're looking at a band that's got 
granddads in it, a band that's been through 
hell and high water. Now after all that work, 
all that time paying my taxes—and I've always 
adhered to the law and walked that line- I'm 
finding that I’m paying out so much of my 
hard-earned money to cover everything from 
A to Z. And Lam very much upset about it. 

We just believe in gods and 
fune We're just that way, being from the 
South. Most southern people are religious 
and also have the mindset of the right to bear 


pretty wild, but then we realized how 
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arms. A lot of people down here live in the 
country and have to protect themselves. 

Gw But “Gods & Guns” 
ing from a different place than “Saturday 
Night Special” [from 1975’s Nuthin’ Fancy], 
which is probably the strongest gun control 
song ever written. 

Well, we believe that, too. I 
think handguns were just made for killing, and 
I don't think anyone needs one, but a shotgun 
to protect your family is different. And I've 
lived in places where you need a gun to pro- 
tect yourself. We just believe in the right to 
bear arms and the constitutional thing. 

MEDLOCKE I’m not sure what Ronnie was 
thinking when he wrote that [*Saturday Night 
Special"] or what he believed in. I for one heavily 
believe in taking guns out of the wrong hands. 
Гат all for background checks before any- 
body's able to own anything. I happen to have 
aled weapons permit, and I've had back- 
ground checks on me. I don't have a criminal 
record. As for assault weapons, get them off the 
street. There are certain steps we could take to 
make it right for everybody, and I'm all for them. 

GW Other songs take on similar issues with 
similar political perspectives. 

Especially "That Ain't My 
America." What that's about is we didn't really 
want a bunch of change and stuff. We liked 
America the way it was. I think we should 
go back to the way it used to be, but I don't 
preach about it. 

GW But Rickey, you really are putting your- 
self out there as a sort of Ted Nugent char- 
acter. You recently went on Fox News' Sean 
Hannity Show to talk politics. Gary, are you 
comfortable with that? 

Sure. He's got a right to his 
opinion. Some of the guys in the band don't 
believe the way we believe, and we don't push 
iton them. It's just the way we feel. I respect 
everyone's opinions, including ones very dif- 
ferent from mine. Live and let live. 

MEDLOCKE I’m honestly not as right wing as 


s certainly com- 


a 


conci 


Mediolke, Rossington and Sparky 
onstage at Celebrity Theatre 
— 


Ted Nugent is, I don't run in the woods and 
shoot everything I see. But I do have staunch 
about religion and politics. As 
the religious part goes, I’ve got a lot of Native 
American blood in my body, and I’m more of a 
spiritual guy, and God could be whatever you 
really believe in. 

As for the gun part, I happen to be old 
school and own a lot of guns, but I collect 
them. Guns to me represent your choice, your 
freedom to be an individual. People shouldn’t 
take it so bluntly and verbatim, but Skynyrd’s 
always been pretty damn bold and outspoken 
and known for pushing the envelope. One of 
the reasons we didn’t call it “Still Unbroken” 
is we wanted to move past all the bad stuff 
and make a new statement, something that 
reflected contemporary America. 

Gw There’s always been some controversy 
about whether or not you guys е support- 
ing segregationist governor George Wallace in 
“Sweet Home Alabama.” When Ronnie sings, 
“In Birmingham they love the governor” the 
background singers go, “Boo, boo, boo” and 
some people have said Ronnie wa 
did not like Wallace. So which was it? 

At the time, Ronnie liked Wal- 
lace and was for him, and the whole country 
seemed to be against [Wallace]. The back- 
ground singers did sing “Boo boo boo” because 
that was supposed to represent everyone else 
saying they didn’t like him. The very last ad 
lib Ronnie did on there [during the piano solo] 
was “Montgomery’s got the answer.” Mont- 
gomery was the capital where Wallace was. 
No one’s ever really noticed it's on there. 

Gw I always thought Ronnie had a sense of 
humor about the redneck image thing and you 
guys were sort of making fun of it. 

Yeah, we made fun of it more 
than we thought it was a way to be and think. 
Some of the cats that are rednecks are just 
goofy and funny, but most of them are real- 
deal salt of the earth. So you got to pick and 
choose who you hang with. 
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ЛД ES} Nergal tells how the finer 
points of guitar technique and songwriting 
helped make PHEW HAC one hell of an 


extreme metal album. 
By Michael Wood / Photography By Jay Blakesberg 


VERY BAND LIKES to think that its 
most recent work is also its best. In 
the case of Poland’s Behemoth and 
their new album; Evangelion, sing- 
er-guitarist Nergal is absolutely sure of it. 
“This lineup of Behemoth has played 
more than 500 shows,” he . The guitar- 
ist is checking in from Virginia Beach shortly 
before his blackened death metal band takes 
the stage at this year's Mayhem Festival. “As 
a result, we know pretty well what's working 
in the set and what's not. And I can tell you 
that when we play songs that we've played 
500 times before and then we play a song from 
Evangelion, like ‘Ov Fire and the Void,’ it just 
beats the total shit out of the other songs. The 
song is pretty simple, but there's an intelli- 


gence to it. It basically plays itself." 

Nergal comes by his confidence honestly. 
Since forming nearly 20 years ago, Behe- 
moth—which also includes bassist Orion and 
drummer Inferno—have become one of the 
most influential acts in the European extreme 
metal scene. Evangelion is the band's ninth 
album of carefully controlled chaos. Though 
"evangelion" refers to spreading the word of 
Christ, Behemoth twist the meaning both in 
their songs and on the album's cover, which 
depicts the Whore of Babylon riding a seven- 
headed beast, with the tablets bearing the 
10 Commandments broken at her feet. The 
image is an apt reflection of Evangelior's lyr- 
ics, which take inspiration from such diverse 


sources as German anarchist-philosopher 


Johann Kaspar Schmidt (“Ov Fire and the 
Void") and Polish poet Tadeusz Micinski (the 
closing track “Lucifer”). 

The album is the follow-up to 2007's The 
Apostasy, a record that helped the band gain 
traction in the U.S. and earned them spots 
on that year's Ozzfest and on a package tour 
with Job for a Cowboy and Gojira. Despite 
its role in Behemoth's success, The Apostasy 
left Nergal feeling unsatisfied. "It's like it was 
half done," he says. “I desperately wanted to 
go back into the studio to remix it and redo 
things to make it sound better. But it was too 
late. We had a schedule and deadlines, and we 
had to hit the road." 

Once Behemoth completed touring for The 
Apostasy, Nergal began planning the band's 
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it up to ours /s. The result is an 
accomplished brutal but melodic, 
precise yet pummeling. Nergal says, “You've 
gotta be deaf if you can't hear the improve- 
ment in songwriting." 


GUITAR WORLD Talk about your experience 
on Mayhem this year, playing shows with Slay- 
er, Marilyn Manson and Cannibal Corpse. Did 
you find yourselves playing to new audiences? 

NERGAL I'm sure of it. This is probably our 
15th visit to the U.S., but each time we've 
played on really diverse bills that have unusu- 
al combinations of bands. We've co-headlined 
with Job for a Cowboy and opened for King 
Diamond and for Danzig, plus we've played 
Sounds of the Underground and Ozzfest. I 
really hope we're reaching out to new people. 
We don't want to end up like so many extreme 
metal bands that play the same tours over 
and over again. Our philosophy is about chal- 
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“ENERGY 


IS A UNIVERSAL 
LANGUAGE.” 


lenging ourselves, and how can we challenge 
ourselves when we're playing in front of the 
same people? 

Gw What do you think it is about Behemoth 
that attracts people who don’t know every- 
thing there is to know about blackened death 
metal? 

NERGAL Our energy and chemistry, which 
I would like to think is undeniable. Watch- 
ing Slayer, I’ve been blown away by their 
energy—it hits me between the eyes. I get the 
same feeling when I see Machine Head, and I 
think there’s something about Behemoth that 
appeals to different people’s tastes. I meet 


HEX-7 SEVEN-STRING GUITAR! 


people every day who are like, “Hey, I’m not 
really a death metal fan or a black metal fan, 
but there’s something about you that’s very 

captivating.” Energy is a universal language. 

Gw Did you guys set out to capture a wider 
audience with Evangelion? 

NERGAL No, no, no. The last thing we wanna 
do is compromise our music for the sake of 
bigger recognition. Fuck that. We still have 
our “fuck-off” attitude. 

Gw Which means what? 

NERGAL Which means that we please our- 
selves first. We wanna play songs that we're 
passionate about and that we love and that we 
can identify with—songs that speak our mind 
about who we are as people. 

Gw You're much happier with Evangelion 
than you were with The Apostasy. 

NERGAL The Apostasy was very diverse, but 
went in too many different directions. The 
songs on Evangelion are distinctive, but the 
very focused. Evangelion is more monolithic, 
compact and, as a result, consequential. 

GW Did you have any specific goals for your 
guitar work on this record? 

NERGAL Every time we enter the studio I 
try to expand and improve my style and my 
technique. Even before we started recording, 

I hooked up with [guitarist] *Metal" Mike 
Chlasciak in New Jersey to get some instruc- 
tion and advice. He helped me pay attention to 
details of my playing that I had ignored before. 

GW Such as? 

NERGAL I told him, “Let's focus on lead tech- 
nique. Show me stuff that will be new to me." 
I'm not trying to reinvent the wheel—I'm the 
last person on Earth who'd try to do that—but 
I want to challenge myself and my own style. 

I don't wanna be one of these guys who repeat 
the same notes on every fucking record. So he 
went through some modes and told me some 
interesting keys and how you can use different 
patterns. Basic stuff. I always have to refresh 
my mental knowledge about guitar playing 
before a new record. Then I forget about it, 
and you'll see me in two or three years going 
through the same shit again. 

GW Did you end up exploring any new 
territory? 

NERGAL Yeah, there are at least a few things 
on this record that I'd never played before in 
my life. I was happy to get rid of the Eastern 
scales I overused on The Apostasy and Demi- 
god [from 2004]. You get trapped in a certain 
mode, and then there's a subconscious ten- 
dency to keep repeating yourself every time. 
It's automatic—you just play it without even 
thinking about it. 

GW ESP recently introduced your first Signa- 
ture Series guitar. What does that mean to you? 
NERGAL I think having a signature guitar 
is the dream of every guitarist. It means that 
what you do is significant and means some- 
thing to people. For me, it's a huge privilege, 

especially because it's with a company like 
ESP, and their guitars are played by top 
mainstream metal bands, like Metallica and 
Slayer and Rammstein. The fact that ESP 
cares about an extreme underground band 
like Behemoth is amazing. When they told 
me they wanted to build a signature guitar for 
me, I was speechless. Ж 


Оуу, in death, he’s more successful than ever. Guitar World presents the 
Bf the Irish rocker’s demise and his posthumous revival. By ALAN DI PERN д ^ e 
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Gallagher with his 1961 
Fender Stratocaster, his 
‚ main guitar throughput 
his career 22 


Lee Lewis during the Sessions 
recordings in London, 1972 


DEATH MADE Jimi Hendrix, John Lennon, 
Elvis Presley and Kurt Cobain seem even larger 
than they were in life. In a sense it deified them. But death 
also has the power to take artists who were mid-level stars, or 
even relatively unknown in their own time, and confer on them 
a radiant halo of posthumous glory. Musicians ranging from 
Robert Johnson to Nick Drake to Randy Rhoads have posthu- 
mously attained the widespread fame and cult-like devotion 
that they never lived to enjoy. 


In the past few years, a sizable posthumous cult has There's plenty more in the vaults; Rory 


grown up around Rory Galla rish blues-rock was a tireless live performer. In response 
guitarist, singer and songwriter who passed away on June to that g grow ing interest, Fender recently 
14, 1995. There's been an avalanche of recent retrospec made a rei 


tive product, including a double CD “best of” set, t guita 


ofa Wave, culled from Gallagher’s deep catalog of studio sunburst ax. 

and live albums, plus numi live DVDs including Live Gallagher certainly has all the prereq- 
in Cork and the exhaus et Live at Rockplast uisites for posthumous deification. In his 
compiling three decades’ worth of live appearances. prime, he was a good-looking lad, with 


Anundated 


a shaggy, nut brown mane and a win- 
ning smile. And while not quite Beck or 

the fretboard, Gallagher was 
energetic 
onal bu 


style was punctuated by oc 
of fluid, six-string poetry ying 
steeped in bluesy authenti qually 
adept at electric and acoustic, slide and 
standard fretting, he brought to his guitar 
playing a boundless zeal that even years of 
hard touring and numerous career disap- 
pointments did nothing to diminish. 

And, of course, Rory Gallagher pos- 
sesses in spades the most important 
qualification for posthumous cult adula- 
tion: a sad life story. The tragedy of Randy 
Rhoads is all about the untimeliness of his 
death—that he was cut down while he was 
d had yet to really n 
in the world. But the pU u 
lagher is something different, 
tale of a life filled with mis od opportuni- 
ties, unfortunate career decisions and 
misplaced idealism, all exacerbated by 
the familiar demons of alcohol and drug 
dependency. gher's fretboard prow- 
all too often matched by unerring 

a nship when it came to shooting 
ШЕТІН in the foot. 

There always seems to be a surviving 

relative in the cults of dead rock stars, 
someone to tend the flame and collect 


ake 


or Jimi 'Hend s surviving 
relatives witnessed very little of their loved 
one's glory moments onstage and in the 
studio, Donal was Ro st confidant, 
tour manager and sometime business man- 
ager throughout his әт. He saw it all. 
“Rong never went for the bra sring the 


clos 


ig a musician. His enjoyment 
was to do it the way he wanted. He would 
have loved to have a Number On 
the States, but it all seemed so супі 
callous to him. After 25 tours, he had put 
in way more slog than a lot of the younger 
bands that came out of Ireland and got- 
ten to Number One in America with little 
effort. I'd get angry about that. But Rory 
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would say, ‘I’m doing what I want to do and doing it the way I want.’ ” 

Although he came up in Ireland rather than England, Gallagher had 
much the same musical influences and background as Bi 
the Stones, Beatles, Cream and Led Zeppelin. The early Fifties skiffle 
ге gave him his first exposure to American folk and blues idioms. Rory 
fell deeply in love with this music, which was popularized in the United 
Kingdom by artists like Lonnie Donegan, and would remain deeply devot- 
ed to it all his life. But like all of U.K.'s youth, he got swept away by the 
rock and roll explosion of the mid Fifties. He graduated from a toy guitar 
to areal one at age nine or 10, after his family had moved from Derry in 
northern Ireland to Cork in the south. 

By age 15, Gallagher was playing professionally in an Irish showband, 
the Fontanas. Showbands were a uniquely Irish phenomenon. Donal 
explains, “Those bands would play five-hour stints at country dance halls, 
and they'd have to cover everything from country to comedy, the hits of 
the day and also the old-time waltzes and a variety of traditional Irish 
music. The band would also have to break down in smaller units, as guys 
went off on a 20-minute break for sandwiches.” 

Rory's penchant for good-time showmanship—exhorting crowds to 
sing along or clap their hands—no doubt derives from his showband expe- 
rience. But when the Merseyside boom brought the Beatles and other 
beat groups to the fore, Gallagher hijacked the Fontanas, stripped down 
the lineup and morphed the group into a gritty R&B-inflected outfit called 
the Impact. He persuaded the band members to relocate to London, at the 
time the epicenter of everything that was most hip in rock culture. 

Donal says, *Rory would check out the Marquee, the Flamingo and 
various clubs, and see people like Georgie Fame, Alexis Korner and 
Steampacket, which was Long John Baldry's band with Rod Stewart. He 
immersed himself in that." 

But he adds, the guitarist’s own gigs at the time were more humble. 
“London having a huge Irish population, there were plenty of Irish dance 


lik 


“HE’D LOCK HIMSELF IN A 
ROOM FOR THREE DAYS, 
probably go through a 
few bottles and come out 


with a set of songs.” 
—Donal Gallagher 


halls for the Impact to play, particularly in the north of 
London." Hitmakers of the day like the Byrds, Kinks and 
Animals would play the same venues. “They'd come in and 
do a 20-minute set—a few of their biggest hits—and the 
Impact would be the support band. So Rory got to know 
guys like [the Byrds’] Roger McGuinn through that. But the 
showband thing had a stigma to it. They still had to play 
the waltzes and country music and wear a uniform.” 

Rory took the Impact to Hamburg, Germany, to work 
the same rough, red-light-district clubs that the Beatles 
had worked a few years earlier during their rise to fame. 
By this time, the Impact were a three-piece. The format 
seemed to suit Gallagher, and he would employ it for much 
of his career. By this point in the mid Sixties, the power trio 
was an idea whose time had arrived. It was in Hamburg, 
according to Donal, that Rory first rubbed shoulders with 
members of another up-and-coming power trio, Cream. 

The Impact eventually morphed into another bluesy 
three-piece, Taste, a group that recorded two studio 
albums and two live albums, albeit with a lot of personnel 
shifts in the rhythm section. Taste were serious contend- 
ers. They were favorably name-checked by John Lennon 
in a press interview at the time, and they played opening 
sets for Cream, Fleetwood Мас and John Mayall, among 
others, in Ireland'and elsewhere. They were even tapped 
to be the support band for Cream's very high-visibility 
farewell performance at London's Albert Hall. 

For that matter, Gallagher was himself invited to be Eric 
Clapton's replacement in Cream. The group's breakup had 
been set in motion by Clapton's decision to quit. Impressed by 
guitar playing, Cream’s management approached him with an offer to 
carry on with Jack Bruce and Ginger Baker, still performing and record- 

8 Cream. Many guitarists would have killed for that opportunity, but 
Gallagher turned it down. It was the first of several high-profile offers 
that he famously declined. 

“Tt was very much a management thing—‘Find somebody to replace 
Clapton! " Donal says. “Rory was known to them, and they got on well. 
But Rory wouldn't have any of it. He said, ‘Musically, there's no way Га 
try and fill somebody else’s shoes, especially " Had Gallagher made 
at least one album with Cream or even toured with them, he might have 
put his career into overdrive. “Yes, it would have been a fast track," Donal 
acknowledges. “But he felt that he would never be his own man." 

Gallagher's tendency to "go it alone" was perhaps his tragic flaw. With- 
drawn and shy, he was unable to trust others or to enter into truly collab- 
orative relationships. *He was never a great one at interacting with peo- 
ple," Donal admits. *He was brilliant in front of an audience, but offstage 
it was a Jekyll-and-Hyde effect. He was bad at one-on-one relationships. 
He wouldn't even let the guy in to read the water meter or gas meter of his 
house. Even the band didn't get past the front door." 

Gallagher soon got his chance to "go it alone" for real. Taste split up in 
1970, amid a dispute with management, and Gallagher decided to c on 
as a solo artist. In 1971, he released two albums, Rory Gallagher and Deuce. 
For each, he insisted on producing himself, and the results were mixed 
at best: flashes of brilliance amid bouts of plodding mediocrity. Gallagher 
seemed to have lacked any capacity for editing himself. For much of his 
career he operated on the somewhat simplist umption that he could 
simply walk into a recording studio and do his live show and come out 
with a great studio album. A live-in-the studio approach does work for 
some groups, and it may have even worked for Gallagher, but it's virtually 
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The head of the record label said to Rory, 
“WELCOME TO THE ROLLING STONES. 
You're the guy for the job." 


impossible to self-produce this kind of album. 

Gallagher's guitar tone on these early albums is an example ofthe problem. Unlike many power 
trio guitarists, he did not rely on m e Marshall stacks or huge amounts of distortion to fill the 
sonic space. Instead, and to his credit, he played his battered '61 Strat through a variety of small com- 
bo amps. But lacking production expertise, Gallagher was unable to create a proper distinctive sound 
г tone on Rory Gallagher and Deuce is thin and weak. Without any overdubs 
to fill in the picture—let alone much in the way of savvy drum miking, skillful signal processing and so 
on—the albums sound almost painfully anemic. 

Tighter songwriting might have helped as well. While a decent tunesmith, Gallagher did suffer at 
times from a lead guitarist's tendency to string a bunch of riffs together, ad hoc, and hope they some- 
how add up to a song. In retrospect, Gallagher's first two albums might have been more judiciously 
edited down to a single release, with time taken for higher production values. A small selection from 
each more than does the trick on the recent Crest of a Wave compilation. 

In effect, Gallagher was a great sideman who insisted on being a merely adequate front man. His 
prowess as an accompanist is amply demonstrated on the many side projects he participated in over 
the years. Perhaps the most notable was The London Muddy Waters ions disc, released in’72. The 
London Sessions were a series of recordings that brought great American bluesmen and rock and 
rollers of the Fifties together with the Sixties British rock stars who adored and emulated them. 

The series had gotten off to a rousing start with the Howlin’ Wolf London Sessions, featuring Eric Clap- 
ton, Steve Winwood and the Rolling Stones rhythm section of Charlie Watts and Bill Wyman. So it was 
a huge honor for Gallagher to be offered the lead guitar slot with Muddy Waters, the great patriarch of 
the electric Chicago blues style. Donal thinks that London blues kingpins Alexis Korner and Chris Barber 
recommended Rory for the London Sessions gig. For once, the introverted guitarist didn’t say no. 

“I think a lot of people were puzzled by the fact that it wasn't Eric Clapton again,” Donal says. “But 
I recall a [later] Playboy magazine interview with Muddy Waters where he said Rory was closer to his 
style of music—the Chicago kind of sound with the bottleneck guitar.” 

As it was, Gallagher almost missed the first session. “He had a gig that night in Leicester, which 
is 100 miles from London,” Donal says. “So Rory said, ‘I'll be there as soon as I can after the gig.’ I 
remember we really burned rubber getting back to London. Rory was upset. ‘They'll kick me out; Fm 
so late,’ he said. But when he walked in the studio Muddy was standing there with a glass of cham- 
pagne for him. ‘Glad you made it. Here, have yourself a drink.’ An absolute gentleman." 

Gallagher really shines on the Muddy Water is soloing is concise, incisive and impas- 
oned, his comping tasteful and rhythmically savvy. Performing with greats that include keyboard- 
Steve Winwood and Georgie Fame and Jimi Hendrix Experience drummer Mitch Mitchell, 

Rory has a well-defined space that he fills admirably, never overstaying his welcome and making his 


is 


musical statement eloquently in the choruses allotted him. Gallagher's profound love of the blues is 


one of the most touching things about him. He'd 
clearly done his homework, and his deep affec- 
tion never lost the innocent sincerity of a teen- 
age love a 
He also fared well on the Jerry Lee Lewis 
album The Session, recorded in London in 1972 
with a host of guest artists. The young Irish 
guitar wiz formed a deep bond with "the Killer," 
America's original rock and roll wild man. Per- 
haps it was the instinctual brotherhood of two 
hard-drinking men. Donal recalls one of the 
defining moments of the se: S 
“All went well at first,” he says. “Jerry Lee 
was kept off the bottle. But then the producer 
said, ‘Jerry, you're doing all the “Johnny B. 
Goode” type old rock and roll stuff. Let’s try 
something different.’ Jerry Lee said, ‘You name 
it, ГЇЇ play it.’ So the guy said ‘Satisfaction’ by the 
Rolling Stones, and Jerry Lee had never heard 
that track.” Some of the musicians laughed 
when they heard this, which greatly upset Lew- 
is. Rory, didn’t laugh, however, and this earned 
him this singer’s trust. Donal says, “There’s a 
great photo from that session of Jerry Lee look- 
ing up into Rory’s eyes and Rory singing to him. 
Rory was teaching him the words and melody to 
‘Satisfaction.’ So there was a link between Rory 
and Jerry Lee. They got on quite well.” 
Gallagher did a lot of session work over his 
career, most of it first-rate and much of it with 
musical heroes like Muddy Waters, English j 
trombonist Chris Barber and Lonnie Donegan. 
Rory seemed able to relinquish control to these 
elder statesmen in a way that he couldn’t with 
his peers. Meanwhile, as he prepared to make 
his third solo studio album, 1973’s Blueprint, he 
seemed to have been aware of the shortcomings 
of the first two discs. Blueprint marks the debut of 
arevamped and expanded lineup, with drummer 
Rod De’Ath and keyboardist Lou Martin—both 
from the band Killing Floor—joining forces with 
longtime Gallagher bass player Gerry McAvoy. 
A ballsy, barrelhouse-bluesy piano-and-organ 
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several times, as the Stones were ha: 
problems with a new mobile recordir 
truck they'd acquired at the time. Rory, 
meanwhile, had an important Japanese 
tour on the immediate horizon. 

“Rory was naive enough to think, Oh 
they only want to have a blow and a jam 
i nothing serious,” Donal says. 
gry with him, to say the least.” 

Finally Rory got on a plane to Rot- 
terdam with his Strat and a small, tweed, 
Fender Champ amp. The Stones had 
only provided one airline ticket, so Donal 
couldn't accompany his brother. Accord- 
ing to what Rory later told Donal, he was 
met at the airport by none other than Mick 
Jagger, who put him in a cab and took him 
to a rehearsal space the Stones had occu- 
pied. There he was met by Marshall Chess 
Jr., head of the Rolling Stones' record label 
at the time, who reportedly said to Rory, 
“Welcome to the Rolling Stones. I knew it 
would be you. You're the guy for the job." 

According to Donal, *Rory did four 
nights with them. The first night Keith 
didn't turn up. So Mi id to Rory, 'Can 
you ee me a riff? I've got this song, “Start 
Me Up.”’ And Rory said, ‘Well, I'm work- 
үш a song, So they worked it up. It's a 
legend that that album, [the Ston attoo 


Onstage at 
the Starwood, 
Hollywood, in 1974 


man, Martin proved an ideal foil for Gal- 
lagher, lending а sense of variety and inter- 
play to the guitarist’s solo work. The format 
on Blueprint and its succ: Tattoo, was 
still for the most part live in the studio, 

but Martin’s contributions fleshed out the 
sound, The Martin/De’Ath/McAvoy lineup 
was the most stable of all Gallagher's ba: 


essor, 


You] has different guitar riffs from differ- 
ent people. I think Rory referred to ‘Miss 
You’ as the other song they worked on. On 
the second night Keith came down and 
they got going. Keith liked Rory’s style in 
the sense that Rory was into Hank Snow 
and the country guitar pla as well as 
the rock and blues guitarists. So they obvi- 
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ing bands. It stuck together for three yea 
during which time it recorded four studio 
albums and one live disc with Gallagher. 

| Donal says, “Rory never actually took a 
proper vacation, He'd use his vacation time 
for songwriting, developing, and listening to 
other people’s music. He didn’t know what 
else to do with himself.” 

Nor did he take much interest in the 
l typical distractions of life on the road. 
Donal says Rory didn't use recreational 
drugs, nor did he go in much for groupies. 
“I think that he was so keen on becoming 
a professional musi rage 
|| that he basically blocked everything else 
out of his life. In his teenage years, he just 
felt that girlfriends were a drawback. He'd 
seen too many guy sht over girlfriends, 
and seen girlfriends split up bands. For 
him, music was like a vocation in the 
priesthood. Later, there were one or two 
women, but he never settled down.” 

Like many solitary, creative and 
intensely driven people, Rory found in 
alcohol a buffer to help block out the 
| world and to dull the pain of isolation. 
Although alcohol wouldn’t become a real 
problem for him until the Eighties, there 
were earlier signs of impending trouble. 
“He'd go off and have a binge of drinking,” 
Donal recalls. “He'd lock himself in a room 
for three days, probably go through a few 
bottles and come out with a set of songs.” 

Gallagher's personal issues certainly 
didn’t impede his output in the Seventies. 


ously listened to the same records.” 

Parts of Donal's tales seem farfetched. 
The “Start Me Up" much depen- 
dent on Keith Richards’ five-string, open-G 
guitar tuning, a configuration that Rory 
Gallagher is never known to have used. 

So one has to wonder where truth gives Š 
way to traditional Irish blarney inDonals — 2 
account. Still, it is theoretically рс 
that Keefs classic “Start Me Up” riff could 
have been derived from an earlier idea by 

Rory Gallagher. As to what happened next, Ё 
the account becomes even more muddled. 

“There was no coherence in the camp,” 
Donal recounts. “Rory kept saying to Mick, 
‘Look what am I supposed to do about 
these Japanese dates? How long can you 
guys wait?’ Mick said, ‘Go and speak to = 
Keith.’ Mick and Keith weren't talking to 
each other at the time, which was another 
difficulty. The last evening, Rory went up 
to see Keith in his bedroom, but Keith was 
comatose. Rory spent the entire night up, 
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circa 1975: (from! left) с. 
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Indeed they may have been at the root of his compulsion to 
record and release dis he album that many fans regard 
apotheosis of the Martin/De'Ath/McAvoy lineup 

С h Tour 74. Live albums were hugely popular in the 
Seventies. Everyone from the Who and Stones to Yes, Deep 
Purple, Peter Frampton and Led Zeppelin released bloc 
buster live dises during the decade, and live performance 
was certainly Gallagher’s métier. Unable to connect with 
people very well in ordinary social situations, he may have 
treasured those few hours of rock and roll communion. 
And while Irish Tour ’74 didn’t have a major impact in the 
States, it was the best-selling disc of Gallagher’s career, 
worldwide. 

Had Irish Tour been less successful, Gallagher might 
have responded differently to an offer that came in late 
’74/early’75 to join the Rolling Stones. Mick Taylor had 
just left the group and, as Donal tells the tale, Rory was 
the Stones’ first choice for a replacement. The offer came 
quite informally—a phone call from Stones pianist Ian 
Stewart inviting Gallagher to “come have a blow and a 
jam session with the lads.” The invitation was postponed 


going back every half hour, the door to Ы 


Keith’s suite being wide open. Rory had 

to be on the plane back to Heathrow at 10 
o'clock in the morning. Everyone else had 
gone to bed. There was no one else around. 
So Rory just packed his guitar and amp 
up, I met him with a suitcase at Heathrow 
airport, and we flew to Tokyo."Donal was 
upset that Rory had let the opportunity to 
work with the Rolling Ston р away. “1 
remember saying to Rory, ‘All you had to 
do was ring and say, ‘Postpone the Japa- 


nese tour,’ We just would have sold more tickets 
in Japan, going back in six months’ time. He 
said, ‘I kept chasing for an answer and nobody 
seemed to know what was going on. It was a bit 


of a mess.’ Maybe if he had rolled with it...” In 
the years afterward Rory turned down similar 
offers from Deep Purple and Canned Heat, but 
by then Donal knew enough not to be surprised 
by his brother’s decisions. 

One positive offshoot of not becoming a Roll- 
ing Stone was that Gallagher went on to make 
two of the finest solo albums of his career, Against 
the Grain released in '75 and Calling Card in’76. 
By this point, the Martin/De’Ath/McAvoy lineup 
had become a well-oiled machine. Calling Card 
also benefits from first-rate production work by 
Deep Purple bassist Roger Glover. For once, Rory 
was able to trust someone else with the produc- 
tion of one of his albums. Donal says, “We'd been 
out on a package tour with Deep Purple and 
Fleetwood Mac. On the road, Rory hit it off with 
Ritchie Blackmore and all the Purple guys.” 

Calling Card makes one wish Gallagher had 
been able to work with an outside producer more 
often. Engineered by the German wunderkind 
Mac (who'd later work with Queen), it is Rory 
Gallagher's best-sounding album. The playing is 
tight and the guitar tones beefy. There are proper 
overdubbed leads over chunky rhythm tracks. 
But by the end of the project, trouble had broken 
out, and Gallagher burnt yet another bridge. 

“Rory wasn’t happy with the mixes,” Donal 
says. “He remixed the album with Chris 
Kimsey, who later did the Stones stuff, and 


that was annoying to Roger. But they never 
had rows—Rory just wouldn’t talk to people. 
He said to me, ‘No, that’s not how I want the 
album to sound. I want it remixed.’ And he’d 
pull it apart himself. It was difficult.” 
Gallagher was hardly in a position to be high- 
handed at that point. Bluesy hard rock bands 
were thick on the ground in the early and mid 
Seventies. Savoy Brown, Spooky Tooth, Naza- 
reth, Ten Years After, Bad Company, Grand 
Funk Railroad, the James Gang...you couldn’t 
throw a stick without hitting some guy witha 
shaggy Seventies mane riffing pentatonics into 
the ground. All these bands were competing not 
only with one another for attention, but also with 
more cutting edge—at the time—rock genres like 
prog, glam and fusion, not to mention popular 
non-rock genres like funk, disco and reggae. Solo 
artists like Alvin Lee and Peter Frampton had 
risen from the bluesy hard rock ranks to become 
major stars of the Seventies, proving that there 
was indeed a market for the “hot guitarist as 
singing/songwriting frontman” archetype. But 
Gallagher seems to have been blissfully oblivious 
to the fact that that’s what it was—a market. 
“Those other guys were prepared to act the 
superstar, and Rory wasn't," Donal says. “He 
wouldn't let the record company release singles 
from his albums, I remember when Live in 
Europe came out [in 1972], the executives from 
Polydor Records came down from a Washington 
gig with an edited version of the song ‘Going to 
My Home Town.’ They said, ‘Polydor promise 
we'll take this to Number Опе, And Rory nearly 
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went through the roof, taking the Polydor guy 
with him. The idea of somebody editing his 
music...he just wasn’t prepared to play that 
game. Even the guys in Deep Purple said, ‘Look, 
you gotta do this. This is a hit single!’ But Rory 
was terrified of becoming a novelty act. You 
release one hit single and the pressure is to fol- 
low it up with another hit single. And your next 
single becomes more important than your next 
album. I disagreed with Rory all along the way. 
For me, from tracks like "Tattoo'd Lady’ [from 
1973’s Tattoo] all the way through to ‘Calling 
Card’ [from the 1976 album of the same name], 
there were plenty of songs that would have been 
playable on the radio.” 

Gallagher’s refusal to play the singles game 
demonstrates the extent to which he lived in his 
own private world. Perhaps his purist attitude 
derived from his early interest in folk music, 
that great bastion of anti-commercial sancti- 
mony. Whatever the underlying logic, Rory was 
unable to perceive a single release as anything 
other than an intrusion on his divine right to 
solo uninterruptedly over 37 consecutive cho- 
ruses of a 12-bar blues. In a way, this makes 
him the ultimate guitar hero. He was willing to 
commit career suicide to uphold the inviolable 
sanctity of the guitar solo, 

Donal says the single release issue reared 
its head once again during the tense moments 
at the conclusion of the Calling Card sessions. 
“Chris Wright, who was one of the two bosses 
of Chrysalis Records, said, “ТЇЇ tell you what. Put 
the album release back a year. We'll take the 
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track “Edged in Blue,” lop the guitar solo off 
and release that as a single. And we'll call the 
album Edged in Blue when it comes out.’ Chris 
Wright is a music exec. I respected him. I went 
back to Rory and said, ‘Look, this is proposed 
by the president of the company.’ And, again, 
he nearly got on the phone to damn blast Chris 
for even thinking about it.” 

End-of-album-project jitters became an 
increasingly prevalent phenomenon for Gal- 
lagher as his career wore on. He'd completely 
recorded and mixed a follow-up to Calling 
Card, only to pull the plug at the 11th hour. 
“At the end, the lacquer [master] was cut and 
I was about to deliver it to Chrysalis, to play 
it for the execs,” Donal says. “That morning, 
right in front of me, Rory said, ‘You can't play 
it to anyone. I don’t like the album.’ And he 
dropped it in the [garbage] bin.” 

But the adventure wasn’t over yet, as Donal 
discovered on returning to the L.A. hotel where 
he and Rory had been staying, “I got back from 
the meeting with the execs to find a message 
saying, ‘Rory’s in Cedars Sinai Hospital. But 
he's okay. Not to worry.’ After I'd left, he'd gone 
е the Bob Dylan movie, Reynaldo and 
Clara, and he'd fractured his thumb in a taxi 
door. So it wasn't even possible to go back into 
the studio and re-record the album." 

The mood was dour when the brothers 
returned to Ireland. “Rory seemed to get 
depressed at that time,” Donal recalls. “One 
day he finally said, ‘I want to change the 
lineup. I’m not happy with the band anymore,’ 
He wanted to make a clean sweep, but I said, 
‘Look, at least retain the player, С. ^ 

Exit Gallagher's most stable and successful 
backing band. Some of the material from the 
sessions Rory had trashed ended up on 1979's 
Photo Finish album, with Ted McKenna on 
drums. Gallagher had forged a friendship with 
Alan O'Duffy, a London-based engineer who 
worked on Paul McCartney & Wings’ Venus 
and Mars album. He trusted O'Duffy enough 
to have him co-produce Photo Finish and its 


succ 
late-Seventies rock, but by that point it hardly 
mattered anymore. Punk rock had burst out of 
London and New York in a b у, charting 

a bold new direction for rock and roll. Mean- 
while, Eddie Van Halen and Randy Rhoads 
were setting a new, less blues-centric course 
for hard rock and metal. 

Punk, in particular, declared war on Gal- 
lagher's whole style of presentation—the long 
rounds of guitar, keyboard, bass and drum 
soloing, the compulsory good-time audience 
participation, the all-too-casual and seemingly 
interminable bouts of guitar retuning between 
songs. Ironically, Gallagher liked punk. He'd 
attended the Sex Pistols' final gig in San Fran- 
cisco and told his brother, is is as close to 
Eddie Cochran as you're going to get." 

Gallagher's career and life took a turn for 
the worse in the Eighties. A hint of bitter irony 
creeps into some of his albums’ titles. Top Priori- 
ty was a somewhat mocking reference to Chrys- 
promise that the disc would be their top 
marketing priority—despite the trashed masters, 
refusals to release singles and other drama Rory 
had put them through in the past. And the title 
of 1982's Jinx is fairly self-explanatory. By this 
point the substance abuse had begun to take its 


alis 


or, Top Priority. Both are solid works of 


toll. Along with alcohol, Gallagher had become 
hooked on prescription tranquilizers. 
“Where the ‘medication’—for want of a bet- 
ter word—started to kick in was when Rory’s 
fear of flying had flagged itself up,” Donal 
“I think it was the pressure. He was wearing 
too many hats for his own good. He was being 
his own producer, his own songwriter, his own 
manager... With all the mental strain, the flying 
tablets probably relaxed him, so he began to 
take them for other purposes. And, of course, 
after a while they weren't strong enough, so he 
was constantly going back to the doctor and 


ays. 


“Maybe it was 
A BLESSINGIN 
DISGUISE.Who 


knows what kind 
of life he would 


have had if he had 


recovered.” 
—Donal Gallagher 


upgrading. Rory was very discreet about it all. 
He'd go swallow them in the bathroom.” 

Donal didn’t gauge the extent of the prob- 
lem until Rory began to have severe stomach 
pains and nausea. He says, “I managed to 
get him into a clinic, and the doctor there 
said, ‘You realize the problem is not so much 
the alcohol. It’s the pills.’ And he lambasted 
Rory's private doctor for prescribing the 
amount of stuff he had. It wasn’t any one pre- 
scribed tablet, it was the combination. Throw 
in alcohol and you're mixing a devil’s brew.” 

In the final years of Rory’s life, Donal 
became, quite literally, his brother’s keeper. “1 
was acting as agent and manager and running 
an office," he says. “In the meantime, I'd got- 
ten married and was trying to run my own life. 
Kids were coming. We'd clear time and take 
months off. But Rory was going to seed when 
he had time on his hands. You could see the 
emptiness in his life." 

Donal settled his brother into a modern 
house in London that had formerly been ten- 
anted by Elton John, Dusty Springfield and 
John Mellencamp. “It had great music creden- 
tials,” Donal I thought, Maybe he won't 
have dinner parties as such, but at least he'll 
have people over. But he didn't invite anyone. 
Then maintenance of the house became a prob- 
lem so I moved him into a very beautiful hotel. I 
knew the manager, and he gave us a suite." 

Rory may have spent some of the happi- 
est days and nights of his final years at the 
Conrad, a luxury hotel in London's Chelsea. 
Harbour. He would hold court at the hotel bar, 
hanging out with bands that passed through 
London and stayed at the hotel—everyone 
from folk a Martin Carthy and Bert 
Jansch to rockers like Gary Moore, INXS and 
Guns N' Roses. "Of course, Slash was a huge 


Rory fan,” Donal says. 

Rory even befriended the musicians who 
played in the hotel bar. But that’s where things 
started to run amok. “The piano player was so 
out of it he couldn’t play for the customers,” 
Donal explains. “Or he'd be up in Rory’s suite 
jamming with the drummer and bass player. My 
manager friend called and said, ‘We've got to 
have the room back. This can’t go on.’ They had 
a building of apartments right across the street 
that they serviced. The hotel manager put Rory 
over there in this huge apartment. But he felt so 
isolated there and he got depressed and then he 
wouldn’t see anybody.” 

Despite his declining physical and psycho- 
logical condition, Gallagher completed two 


more studio albums, Defender in 1987 and Fresh 
Evidence in 1990. He managed to maintain a 

fairly active touring schedule into the early 
Nineties, although this became increasingly dif- 
ficult. “The only cure for Rory was to keep him 
active, give him a schedule and give him a life,” 
Donal says. “He didn’t have a life when he was 
on the road, sadly.” 

But the touring brought pressure, and the 
pressure occasioned more abuse of tranquiliz- 
ers and alcohol. The road and the live gigs—the 
very things that had given purpose to Rory’s 
life—were now killing him. “The last thing you 
want is to have your brother go out and make 
an ass of himself onstage,” Donal says. “But we 
had to run the risk of doing that, or pissing off 
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the fans. At one major London gig, Rory had 
obviously taken some tablets of some kind and 
washed them down with a brandy. He was fine 
before he went onstage. But within 20 minutes 
to an hour of being onstage he couldn't under- 
stand why his fingers had gone to jelly. 

“On one of the last tours I broke into his 
dressing room, stole his baggage and made it 
look like a robbery in order to get at the medi- 
cation and find out what was going on. I was 
shocked. His withdrawal symptoms were col 
sal. After a week or so, he sweated out the toxins 
from his body and got his appetite back. After 
three weeks he played better than ever. You'd 
turn him around, but you didn't want to risk him 
too long on the road. It was a very difficult call." 

As the Nineties got under way, Gallagher was 
able to perform less and less frequently. Poor 
health forced him to turn down an offer to play 
on one of Mick Jagger's solo albums, among 
other gigs. Shortly after what would be his final 
performance, in the Netherlands, on January 
10, 1995, Rory's liver failed. 


*He was going in and out of a coma and I had 
to make the decision to have a liver transplant 
done,” says Donal. “Га never expected to be 
confronted with something like that. And the 
clock was ticking because we had to wait for a 


donor. You can't just buy a new liver. 

Rory survived the initial 12-hour transplant 
But complications set in and there 
were numerous subsequent surgeries over an 
agonizing period of some three months. In the 
end, an infection he caught while in the hospi- 
tal claimed his life, Donal Gallagher was at his 
brother Rory's side when he passed away in 
London, on June 14, 1995, at the age of 47. 

“You can never say," Donal reasons. “Maybe it 
a blessing in disguise. Who knows what kind 
of life he would have had if he had recovered." 

The first signs of a revival of interest in 
Rory Gallagher and his music began in Europe, 
where he enjoyed greater popularity than he 
did in the States. A street was named after him 
on the outskirts of Paris. Many more tributes 
followed. “There was quite an outpouring from 
Germany and Ireland,” says Donal. “People 
realized they missed a lot of good music. 

Control of Rory’s back catalog reverted to 
Donal in the late Nineties. All of the albums. 
were remastered and reissued by BMG. “We 
didn’t know what was going to happen,” Donal 
says, “whether they were going to stiff or not. 
But within the first year, there were a million 
units of catalog sold.” 

And there is more to come. Given Rory’s zeal 
for live performance, plenty of concert DVD 
releases are likely in the future. “We haven't 
really tapped the BBC concerts yet,” Donal says, 
“but we'll get there yet. Next year we're hoping 
to release the recordings of Taste performing 
at the Isle of Wight festival, because the 40th 
anniversary of that is coming up. Fortunately 
there’s a whole vault full of live performance 
footage, which is great because young guitar 
players can study Rory’s technique.” 

Gallagher himself would no doubt be grati- 
fied that his music has outlived the changing 
musical styles that kept him out of the Number 
One slot during his lifetime. There’s some justice 
in the fact that he’s found his place in the hearts 
of today’s rock guitar subculture. He was always 
most comfortable among fellow musicians. © 


THIS MONTH WE’RE GOING 
to look at some simple but 
effective hammer-on and 
pull-off techniques and ways 
to string them together into 
longer licks. You can apply 
these basic techniques and patterns to 
consecutive positions of a pentatonic 
scale or mode to build on a phrasing 
idea and move from one position to 
another within a solo. They're also 
a great way to “climb” up the neck 
through a scale. Additionally, you'll 
find these kinds of patterns serve as 
great warm-up exercises because they 
work all four fingers, can be brought 
up to speed f: ily and cover a 
lot of fretboard real estate. 

FIGURE 1 is one of many warm-up 
exerci a gig. It begins 
with a fret-hand index finger barre 


as I use before 


across the top two strings at the third 
fret, as shown in PHOTO A. Pick the 
high E string with a downstroke. 


Then, without picking again, hammer 
your fret-hand pinkie at the B string's 
sixth fret, followed by a pull-off to 

the third fret. Next, fret the G string 

at the fifth fret with your ring finger 
and pick that note with an upstroke. 
Repeat the four-note sequence three 
times. You'll notice that the middle two 
notes are sounded entirely with the 
fret hand—legato phrasing—and that 
the two picked notes that bookend the 
four-note sequence are picked with a 
downstroke and an upstroke, respec- 
tively. This makes it possible to k 
metered pace with your pick stroke 
you speed up the exercise, all without 
expending an inordinate amount of. 
energy and effort. 
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Bar 2 is identical to bar 1 in execu- 
tion, but with all the notes played two 
frets higher (see PHOTO B). 

Bar 3 shifts up another two frets to 
seventh position. The fingering pattern 
remains the same for the first three 
notes of the sequence, with the fourth 
note changing its position relative to 
the other three. In this case, fret the G 
string at the eighth fret with the mid- 
dle finger (PHOTO С), as opposed to the 
expected ring finger at the ninth fret. 

Bar 4 shifts to eighth position, with 
the fret hand stretching out a bit, as 


shown in PHOTO D. Use your pinkie to 
reach four frets above the index finger, 
to the 12th fret, while your middle fin- 
ger frets the G-string note at the 10th 
fret. You'll find that accommodating 
this stretch requires a slight change in 
the angle of the fret hand to the neck, 
but it's a good exercise for extending 
the distance and range that your fret 
hand can cover. This stretch may be a 
little uncomfortable at first, but with 
practice it should become easier and 
feel more natural. 

The fifth and final bar of FIGURE 1 
employs the same shape from bars 1 
and 2, except now in 10th position (see 
PHOTO E). The run concludes on beat 
four of the bar with a tasty exit note, a 
whole-step bend from C up to D at the 
B string's 13th fret, which is then treat- 
ed with some hearty bend vibrato. Be 
sure to use both the fret-hand's third 
and second fingers to push and shake 
the string as indicated. Strive for a nice 
wide, even vibrato. 8 

Try using these ideas as pathways s 
to travel from one position to another 
within your own solos. Also, check out 
FIGURE 2, which is based on bar 5 of 
FIGURE 1 and includes a melodic varia- 
tion on the third beat. It's in D minor 
pentatonic and is a simple but effective 
lick that you can use in many soloing 
e you next month. С 


TIME TO BURN *by Michael Angelo Batio 


SOLOING IN E MAJOR ON “CHINA” 


WHEN I WAS FIRST coming up 

as a guitar player, 1 devoted a 

tremendous amount of practice 

time to the pursuit of a thorough 

and complete understanding 

of scales and modes. In my 
opinion, all aspiring guitarists would 
be well served to dedicate a good daily 
work ethic to learning all of the es- 
sential scales and modes in all keys, all 
over the fretboard, The reward comes 
in the form of being able to “see” me- 
lodic phrases clearly while improvis- 
ing, which in turn serves to free опе" 
mind and stimulate musical creativity. 

Over the course of my last few col- 
umns, I've focused on how to combine 
different scales in order to devise 
interesting melodies, using my instru- 
mental, "China," from my CD, Lucid 
Intervals and Moments of Clarity, Part 2, 
as the point of reference. This month 
I'll cover the solo section of “China,” 
which is based on the E major scale 
(E Fš G A B C$ Df). Major scales are 
probably the scales least likely to be 
found in metal-style solos, but they 
worked perfectly within the context of 
this composition. 

This solo section functions in a man- 
ner similar to the way a bridge works in 
a vocal song, in that it offers a distinct 
departure from the verse, pre-chorus 
and chorus, vía new musical ideas and 
tonalities, and keeps the music moving 
forward. The intro and verse of “China” 
are played in F# minor, and the pre- 
chorus shifts to an E minor tonality; the 
s a slight twist with a move 
to E Lydian. The solo adds a new twist, 
being in E major. 

Ibegin the solo with a phrase that 
Ithink of as a “theme,” which is a 
technique I prefer to use, as opposed 
to ripping right from the start. The solo 
kicks off with a sweep-picked E major 
arpeggio (E G£ B), after which I play a 
theme-like melody that, to my mind, is 
reminiscent of the band Boston. The 
sweep-picked arpeggio falls in the 
pickup bar to the solo, executed by rak- 
ing the pick across the fifth-through- 
first strings in a single downward mo- 
tion. The "theme" begins in bar 1on a 
high B note (first string/19th fret), after 
which I play a very straightforward 
melody based on the E major and E 
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major pentatonic (E F$ G£ B C£) scales. 

An added twist in the solo section 
is the incorporation of shifts in meter; 
throughout the section, three bars of 
4/4 are followed by a single bar of 3/4. 
I can’t, of course, have a solo section 
that stays in 4/41 

The first measure of 3/4 falls in bar 
3; across the last two beats of this bar 
and the first two beats of bar 4 I de- 
scend the B string with quick hammer- 
pull combinations, played in a rhythm 
of quarter-note triplets. All the notes 
in these two bars, as well as the next 
three, are diatonic to (stay within the 
scale structure of) E major. 

Bars 9 to 10 feature a run that I like 
so much that I've included it on every 


one of my solo CDs! It's a riff I learned a 
long time ago that was originally played 
by jazz guitar legend Django Reinhardt. 
In bar 9, I ascend an E major arpeggio 
decorated with "surrounding notes," 
also known as “neighbor tones.” The 
easiest way to identify the chord tones 
here is to look at the last 16th note of 
each beat. In bar 10, across beats two- 
four, I deviate from the triad arpeggio 
structure in favor of simply ascending 
the E major scale while still utilizing the 
"surrounding note" concept. 

The solo wraps up with a fast and 
alternate-picked string-skipping run 
that also stays diatonic to E major. I'll 
be back next month with a look at the 
second half of the solo. J 


TALKIN’ BLUES "^y Keith Wyatt 


CLASSIC CHROMATICS 


TURNAROUNDS, PART I 


THIS MONTH WE'RE GOING to 
return to basics with a look at 
an essential component of the 
blues style: the turnaround. 
In a blues progression, the 
turnaround occurs at the point 
when one harmonic cycle (chorus) is 
completed, and before the progression 
returns to the beginning. It's a critical 
musical intersection that provides a 
moment of tension and release, and to 
play blues well you need to know how 
to navigate it smoothly. We'll begin 
by looking at how turnarounds are 
constructed, and then start building a 
vocabulary of useful phra: 
In the early Twenties, as com- 
mercial blues songwriting coalesced 
around a few standard chord pro- 
gressions, usually 12, eight or 16 bars 
in length, the tur: 
standardized into a two-bar pattern 
that provided an effective transition 
between choruses regardless of the 
overall length or sequence of chords 
in a given tune. FIGURE 1 illustrates 
basic turnaround harmony; in a 12- 
bar blues, this would occupy bars 11 
and 12. 
The classic approach to build- 
ing turnaround phrases within this 
harmonic structure is to connect the 
tones of the tonic chord (1), which is a 
dominant seventh, with ascending or 
descending chromatic lines, displayed 
in raw form in FIGURE 2 (chord tones 
are indicated above the staff). To 
convert these lines into turnaround 
licks, play the tonic chord on beat one 
of the turnaround; begin a four-note 
chromatic line from a chord tone on 
beat two; complete the line on beat 
one of the final bar; and conclude the 
whole phrase with a bVI-V cadence 
on the next beat. FIGURES 3 and 4 show 
two examples of this approach in the 
key of A; any four-note chromatic seg- 
ment from FIGURE 2 can be inserted 
with similarly satisfying results. 
While this stripped-down ap- 
proach is useful for learning classic 
turnaround structure, it's rather sterile 
when put into practice. The remaining 
examples illustrate some of the ways 
in which chromatic turnarounds have 
been juiced-up by blues musicians 
through the decades with eighth-note 
triplet rhythms. These phrases are 
d both by rhythm players and solo- 
, and since they all complement 
each other, players can choose differ- 
ent ones simultaneously. All are shown 


ound was also 
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FIGURE 1 basic turnaround progression 
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FIGURE 2 
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ГТ Ее Г КЕШ, Г 
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in the key of A, but most сап be adapt- 
ed to any key by simply moving the 
same patterns up or down the neck: 

FIGURE 5: The chromatic line alter- 
nates with the tonic. Bar 2 includes 
extra V7 chord accents that bridge the 
gap into the next chorus. 

FIGURE 6: A Robert Johnson signa- 
ture; play the descending line an oc- 
tave lower with hybrid picking and fin- 
ish with a V7 phrase in open position. 

FIGURE 7: A favorite of Muddy 
Waters; ascend in sixth intervals with 


a typical Chicago-style finish. 

FIGURE 8: A Jimmy Reed trademark; 
descend in sixth intervals. 

FIGURE g: A piano-style turnaround, 
alternating hybrid-picked ascending 
sixths with the octave; ninth chords 
add an uptown flavor. 

FIGURE 10: In this example, contrary 
motion provides an interesting twist 

This should be more than enough 
to get you started. Next time we'll look 
at ways to expand on this classic chro- 
matic turnaround approach. 77 


Se eens 


IN OUR FOURTH AND FINAL CHAPTE 


RONAL ALTERNATE PICKING, WE WRAPT THINGS UP 


WITH A LOOK AT FIVE- AND SEVEN-NOTE GROUPINGS. 


VER THE LAST THREE ISSUES we've 
focused on alternate-picking sextu- 
plets (six-note groupings, typically 
phrased as 16th-note triplets), first 
observing the picking motion and 
tone ona single string, then practicing 


exercises and runs on two adjacent 

strings before building up to full six-string shapes 
in A Dorian (A B C D E Fš G, spelled intervalli- 
cally 1253 4 5 657), the second mode in the key 
of G major. We have seen that alternate picking 
fluently when crossing from one string to another 
s the mas of two techniques: outside 
‚ so called because you're picking the outer 
sides of the two strings in succession relative to 
one another, and inside picking, whereby you pick 
the inner sides of the string pair in succession. 
Inside picking is the more technically demanding 
and challenging of the two techniques because 
the pick has to overcome inertia and abruptly 
reverse direction midflight. It is for this reason 
that efficient, well-drilled technique is a must for 
achieving alternate-picking speed and fluidity. 

Working with sextuplets, we have become John Petrucci 
accustomed to accenting the first note of each 
beat (the downbeat) with a downstroke. This 


is the case when alternate picking any rhythmic subdivi- ==] 


sion that contains ап even number of notes рег beat (such 
as eighth notes, 16ths and 32nds), and by striking the string 
harder and accenting the downstroke on the beat, we can 
help maintain good accurate synchronization between the 
two hands. 

This month we will form a new routine that will help 
develop odd note groupings of five and seven while bolstering 
your inside-picking technique. We are still in 4/4 time, but 
each beat will now be divided into odd subdivisions of either 
five or seven evenly spaced notes, known, respecti 
quintuplets and septuplets. Since we are now dealing with an 
odd number of notes per beat and an even number of alter- 
nating pick strokes (two), the first beat will start, as usual, on 
a downstroke, but the second beat will be accented with an 
upstroke, and you will thereafter alternate your accents from 
a downstroke to an upstroke on every subsequent downbeat. 

This month’s lesson plan follows our established practice 
strategy of initially developing new patterns and motions on 
a single string, then expanding to cover two strings, wherein 
we can observe the outside and inside picking movements, 
and finally building to six-string scale shapes. Playing odd 
note groupings at high speeds creates a rolling, shred-like 
sound and is common in the style of modern rock virtuosos. 

As most of us are more accustomed to playing and hear- 
ing runs that comprise even-numbered groupings of four or 
six notes, these quintuplets and septuplets may take some 
getting used to. I encourage you to practice each example 


without a metronome for the first 10 minutes 
or so to establish the pattern in your hands and 
ears; then, start off very slowly with the metro- 
nome while tapping your foot along with it. You 
may find it helpful to count quintuplets as “one 
two three four five,” with an emphasis on “one,” 
and septuplets as “one two three four five six 
lopping off the “en” from “seven” to make 
it a one-syllable word. 

In the audio demonstrations for the examples 
included on this month’s CD-ROM, the quintuplet 
exercises are initially played at a slow “learn” 
speed of 60 beats per minute, followed by a top 
standard speed of 150 bpm. The septuplets, being 
aster,” are learned at 50 bpm, with 120 bpm as 
the top standard speed. 

You should aim to fully master these slower 
tempos before gradually increasing speed, 
which will be the byproduct of consistent 
practice and solid time keeping. As always, it 
is pointless to increase speed before you can 
play something cleanly, smoothly and in time. 
Once you have done a week of practice, the feel 
of these odd groupings will start to set in, and 
the foundation will then be set for technique 
development. 

As previously, any examples that feature vibrato ‘ 
finishing notes are musical phrases, as opposed to static repeti- 
tion exercises, and should be played with wide, hearty rock 
vibrato. Vibratos and bends on the first or second stri ings should 
be pushed upward and on the lower strings pulled downward. 
There are normally three vibrato cycles, or pulses, before trail- 
ing off the string. This punctuating element is the finishing 
touch in presenting the phrases with an authentic modern rock 
nuance and is as important as the run itself, so always be aware 
of the importance of a well-played finishing note. 


GET THE TONE 


А СООР ROCK SOUND with the gain nearly on full and the 
EQ set fairly flat (12 o’clock) with a slight boost on the 
treble should give you an appropriate tone for metal- 
style alternate picking with a machine-gun attack. 
Most tone, aside from this basic generic setting, will 
come from the technique itself and choice of pickup, so 
experiment with different pickup configurations, hand 
postures and pick angles of attack. Too much “slice’ 
across the string will obscure the note’s articulation; 
not enough and the technique might start to sound 
sticky. Experiment until you find the right “sweet 
spot.” Usually, the palm mute area (where the strings 
emerge from the bridge) is a good place to start. 


RAYON RICHARDS 


FIGURE 1 : FIGURE 1 foundation exercise 
FOUNDATION EXERCISE : J = 60/150 

OUR FIRST EXAMPLE is asingle-string — : a - 
repetition fragment that has you shift- — : # I 
ing positions from fifth to seventh to 1 1 —=—— т---- 


eighth and back. This exercise willbe 

the first step in getting you comfortable : 

with the concept of accenting the beat, : T— = 
first on a downstroke and then, on beat : A RR - - 
two, оп an upstroke. АП subsequent SB = =- — 
examples build from this initial pattern, : 
so take care to accent the beat, and try 
to internalize the feel of the quintuplet. : FIGURE 2 inside picking 
Listen carefully to the audio demon- 4 
stration, and do not increase speed 
until the motion of the pick and the feel gu == е е ғ 
of the exercise starts to solidify. Use the == == 

tip of the pick with a fairly wide swing 
of around two centimeters either side 
of the string to ensure a good, even ни 
tone, contracting the movement as you : (Д 
increase the tempo. : 


INSIDE PICKING ; FIGURE 3 outside picking 
HERE WE HAVE a static repetition frag- J = 60/150 

ment that incorporates two s 
and inside picking on each cross. 
control and synchronization will come 
from a firm accented note on each | ү 
downbeat. Try to concentrate on the : 
downstroke accents on beats one and — : T 
three. Use the time spent between H A 
string crosses to relax, recuperate and : B 
prepare for the next cross. 


ы 
ы 
E 
к 
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өз 
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E 


e 


: FIGURE 4 two-string repetition fragment 
FIGURE d Н = 60/150 


OUTSIDE PICKING 

AS THE COUNTERPART to the previ- 
ous example, here’s a similar pattern 
that exclusively uses outside picking, 


otherwise known as “hooking around. nVinVn VnVnVnVnVnV mVmnVmnVmVnVnYmVnYVnVnmV 

Swing the pick wide first at the 8-7-5 7-8 7 8408 7 | 1210-8-1012 7841087 
e "E: 5-7-8-7-5 10 8 7 8 10 8-101210-8-10-8 78-10 

slower tempos and aim for the very tip : A 

of the pick for an even velocity, apart — : B 

from the accented downbeats, which : 43 13 4149331421243] 9w 241 43 $4129 2 1 WW 21 941-2 ACZAT 


should be played slightly louder than 
the other notes, as this will aid in syn- : 
chronizing the two hands. 1 FIGURE 5 three-string quintuplet run 


FIGURE 4 Н 2 = 60/150 
TWO-STRING REPETITION FRAGMENT : 
THIS EXERCISE incorporates two sets 

of quintuplets per string, shifting 
through three symmetrical positions of 
A Dorian, starting in fifth position. As 
you move from beat four ofbarltothe : T 
downbeat of bar 2, try to shift your fret- : A 
hand position by reaching and expand- : B 
ing your finger spread rather than by an 
abrupt shift alone. Again, accent each — : - 
beat with the pick, using a downstroke  : six-string run 
on beats one and three ofeach bar and — : 
an upstroke on beats two and four. 


3 с 5 
nYnVnVnVnVnVnVnVnVnV nVnVnVnVnVnVnVnVnVnV 
1514121415 1514121415 = 
1213151312 1213151312 1213151312 1213151312. 
1412111214 1412111214 


: ert i 
FIGURE 5 : Epiteet ر‎ == ee سس‎ 
THREE-STRING QUINTUPLET RUN : = = 5 = — — m oe 9. 5 — 
> = A 5 


HERE WE HAVE a series of quintuplets — : Т н y А \ " "ad 7 ó ч " i 
played across the top three strings, on | E dí Ш За p Vinc Y ni е e n Von A E LL BD Werte Ven 
which the fret hand alternately leads IT 1213151312 — — | 


ү 


off with the fourth and first fingers. For = a qL cm == =e 
the pick hand, this pattern offers an b да — ЕТА 12710-12514: отаг reer eer eer 


excellent way to practice shifting from : 43094 13 чата тоа 4X2 4 BORO c4 dg 459 quz 
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inside to outside picking. The first ; FIGURE 7 ascending version of previous run 
string cross, from the high E to the 

А ne Т 2 = 60/150 5 
B, requires the inside technique, and С - 
the move from the B to the G string ty - = z тор ө | 
utilizes outside picking. Try doing = “.. == == 
the same kind of pattern on different 5 
sets of strings, and remember to keep nVnVnVnVnVnVnVnVnVnvV ] 
focused on accenting the downstrokes т==г же ET Pere ga eats ДЫЙ, Cpu] 
and upstrokes that fall on the beats. A == xs 11-12-14-12-11 = 


— LLL 14-12-10-12-14 
س‎ 10-12-141210 — — E 

FIGURE b 14 12 10 12 14 FEE 

SIX-STRING RUN 

AIM TO KEEP THE run at an even veloc- 

ity of tone by swinging the pick wide FIGURE 8 position shifting acros: 

over each string, with contact right on 

its tip. Accent the first note on each <= 60/150 

string, noting the downstrokes оп 

beats one and three and upstrokes on 

beats two and four. Be sure to apply 

a wide “pull-down” vibrato to the 


finishing note. Use the wrist, pivoting PE MV N A 8 Y SR VR! ñiy V mM m am Vu m uim Yum К 
from the sharply angled index-finger- T АОБ а Ма) AGES SED 
and-thumb clamp, and pull the string A Lali Su ha utem etie chr зе 
downward using wrist rotation, the 

Amp $W 1% š Z L A eur WEAR T 4.2 1 #1 2145. 1-3 TEE 


fingers themselves remaining rigid. 


FIGURE 7 


ASCENDING VERSION OF PREVIOUS RUN : FIGURE 9 string skipping 
APPLYING THE PATTERN from the pre- 
vious example in the opposite direc- : 
tion—starting on the low Е string—this : H 2...” Seamer тое е 
run finishes with а half-step bend on — : 4 Бе E 
the high E, which is then adorned with : | ® 5 5 5 


vibrato. Think of the vibrato as being { n Vn Vini Win YnVmVmVgsYnN Vin Wen VR anya ИЕЛЕ Vn 
applied once the bend has relaxed Н 1214151412 


2 = 60/150 


оо ite stati Bier satire т 1213151312 

back to its starting pitch, rather than A 1412411214 1412111214 1142141211 

from the apex of the bend, as the B 141211012114 141210124201 А0. 
vibrato should not go above that pitch. уа ао лаза г 4 21 24 $2 2142424 12029 


Three pulses is the standard for rock 
vibrato and makes for an authentic and 
dramatic exit to these ideas. 


FIGURE 0 

POSITION SHIFTING ACROSS STRINGS 
THIS HORIZONTAL STACKING of two 
shapes per string opens up the poten- 
tial for serious speed, as the mind and 


à 5 ч { / ү ү \ \ \ Inv Jn Vn \ \ \ \ 
right hand can focus on uninterrupted — : ninYnVnVnYn. nin/nV/n/nVnVnYn/nVnVnVnVnVnV 
EI A A : 8 7 5 7875108 7 84108 7121081012108108 7 8108 7 
picking without crossing strings for : PT - T 
longer durations. This approach also A - 
helps us move through positions and B ا‎ B 
extend the range of our runs. Once you 42124124212 4313431421242142124214212421 


memorize this, try to design your own 
runs, moving in different distances : 
across the neck. As you spend more : ل‎ = 50/120 

time ereating runs and transcribing : i F e e tee, ç per - oe? в Eper е ж т 
those of the great players, you'll see : а 4 = F = i = 
improvements in your ability to visual- : fè 7 7 7 7 

ize the scale and navigate the neck. : 


FIGURE 9 

STRING SKIPPING 

HERE’S A STRING-SKIPPING example 
in the style of John Petrucci. You may 
want to break it down into sub-exer- 
cises at first and master each subse- 
quent beat and string cross separately = 
before tying the whole thing together, eb: Жыл ERT etus Prover yoa ау a Pa Wan 
Use the wrist when picking over two 8 M E pp pe. 
strings, and notice that, in order to = LL 0877712710 -—8-10—19-:10—8-—10—8:—10—8-5:10—8—1— =—— == 
maintain the same pick angle relative: ЕЗ? — 
to each string, you willusethearmas  : 
a boom to maneuver the wrist over the 


FIGURE 11 septuplets on two strings 
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strings being picked. This will come 
from the elbow, but it is in no way 
associated with any tension. 


FIGURE 10 
SEPTUPLETS ON ONE STRING 
THIS NEXT EXAMPLE introduces septu- 


plets. As with all the quintuplet examples, : 


beats one and three are always picked 
with a downstroke accent, and beats two 
and four are always accented with an 
upstroke. The septuplet is a full roll and 
leads from the fret-hand pinkie on every 
beat. As you play through the example 


slowly, try to lock in the foot tapping with i 


the downbeats and pick accents. 


FIGURE 11 

SEPTUPLETS ON TWO STRINGS 

FOR THIS EXAMPLE, pick lightly and 
evenly, swinging the pick across the 
string with plenty of wrist momentum, 
se the very tip of the pick with a 
slight downward angle to get an even 


velocity as you play through. Keep your | 


foot tapping оп the beat, and concen- 
trate on the alternating downstroke 
and upstroke accents. 


FIGURE 12 

DESCENDING SEPTUPLET RUN 

HERE WE HAVE a descending septuplet 
run across all six strings, finishing with 
a wide “pull-down” rock vibrato on the 
low E at the 12th fret. Try to ensure 
that, on the fretting hand, you are 
aware of the index finger muting the 
string above the one you are currently 
playing by stubbing the flesh of the 

tip of the finger into the string above. 
The index finger should also lightly lay 
ings underneath the one 
being picked in order to mute them 
and suppress unwanted string noise. 


FIGURE 13 


across 


ASCENDING VERSION OF PREVIOUS RUN Í 


THIS IS THE UPWARD counterpart to 
our previous example. The finishing 
note is struck with a downstroke and 
adorned with a wide vibrato. Pick the 
run as evenly as possible, accenting the 
downbeats with the pick and reinforc- 
ingthe feel by tapping the foot. 


FIGURE 14 

IGTH NOTES IN GROUPS OF SEVEN 
SEVEN-NOTE GROUPINGS don't neces- 
sarily have to be played as septuplets. 
An interesting rhythmic-melodic effect 
can be achieved by phrasing 16th notes 
in groups of seven, as demonstrated in 
this example. You can hear this kind of 
idea often in John Petrucci's playing. It’s 
a great device to employ for the sake of 
generating interestingly unusual melod- 
ic contours and syncopations within an 
unbroken stream of 16th notes. 


FIGURE 15 

MORE SEVEN-NOTE GROUPINGS 

OUR FINAL EXAMPLE takes this concept 
a step further and implies odd note 
groupings of five and seven within a 
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FIGURE 12 descending septuplet run 
2-50/120 
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Bevo Woon V g V m V n 
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: FIGURE 13 ascending version of previous run 


4250/20 
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n Vom Vn V m V mV m 


14-12-10-12-14-12-10 


: FIGURE 14 16th notes in groups of seven 


J = 80/160 
» 


ot 


nVnVnVnVnVnVnVnvV 
141210 

131210 —— 
—À 1211 95005122294 


4 2/143 ee 3543 17852. 


1 steady stream of 16th notes. Applying 
: this approach will help you develop а 
2 fresh vocabulary of 16th-note melodic 
: phrases inspired by patterns that you 
| initially learned with triplets, quintu- 


—15—13—12—13—15 


14—12- 10-12-14 12-10 


7 7 


mov! moy 
3-12 - 


Vom V n Vana ne Vi Fe ene 


— —14—12—11—12—14—12—11 
14-12-10-12-14-12-10 
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14—12—11—12- 14-12-11 
14—12-10- 12-14 12 10 


EL CET 


Шот мен Vom И МИ mov m V^. ШЕНІ ШАМ Ee V. riya mala 2 
Т 18 54012 а e 15 12 18 18 13-12 
A 14-12-|-11-12-14-12-11 
В 14-12-10-12 
г FIGURE 15 more seven-note groupings 
2 = 80/160 
fee 2 
je sert m 
i mam se** "o^: === I 
ó 4 — == LEES = E = 


nVmVnVnVnVnVnVnV n 


2-2---1315:17:15:13:-15 = 
11:12:14:12:11-12:14:16 | | 


1—12 412491 2 


plets or septuplets, so experiment! You 
can start by taking any of the previous 
examples in this lesson and changing 
the rhythm to eighth-note triplets, 16th 
notes or 16th-note triplets. Ж 


he Pedals That Make The Tone 


“Jace Everett” - Bad Things 
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As heard on PRONOUNCED LEH-NERD SKIN-NERD 
Words and Music by Allen Collins and Ronnie Van Zant * Tran. 


Guitar 


3 (w/slide) is tuned as follows (low to high): E A D G G E. 
G D/F$ Em F C D а" 
ооо хо, o ооо хоо xxo xx 
% p Б p * % 
og T 132 12 32 1 132 1342 
Bb5 C5 G5 Bb e B5 A5 
XXX, ххх -— xx xx xxx xxx 
% біт % Bfr біт % Sfr * 7fr ТТ Sfr 
сава [$$ t ut ктш 
[A] intro (0:00) 134 134 134 1342 1342 134 134 
Slow Rock 4 = 59 
G D/F: Em F C D 
Gtr, | (acous.) * 
І Gir. 1 
3 2 0 1 9 2 
ЕЕ 3 8) A 3 3 
БЕЗІ i H | š š 
B= Ri og 227 31 = ar 
| | Gir. 2 (slightly dirty LI 
elec. w/phase shifter) 
* Notes in italics are played by organ, 
G DIF# Em ۴ с 
Gtr, 2 
Rhy. Fig. 1 
5 let ring throughout 
0 0 0 0 
5 TE та з esa 
للا |[ بلا‎ 
[AX ox 1y 9 
2 0 2 04 
0 2 3 2] 
ч j j : 
4 5-7 —5 57-5 
7 5 
н 8 
| E = 
(0:36, 2:36) 
D Gu. 3 (elec. w/dist) © DIF# Em 
wide дегим OT 2 Plays Rhy. Fig. 1 twice (see bar 5) 
8 Aaaa Aaaa 
DA H qs 255. — s: 
3 3 7 12 (21112-11 Пр-12-11241:8-729/11---7<9--ү9--9-7 
0-2 0-2 —0—2 0-2-7 12 12142-11 11 -12-44241-9--7-9411---7-9-І95-9-7--- 
0 0 0 " 9-9--| 
- -2 
|[—— 1, —— = =. ,ت‎ == = | 
Gtr. 2 
Gtr. 1 A 
DL — (repeat prev. chord) > > 
3-2 3-2 3—2 3-2 3 2 0 
Š 3-3 CER $c AAI- A AAAS ASSA ALL AAIE S 
0 0 0 0 -0 0 2 
2 0 2 
3 | 0 
а m. M гы = ы-ы-ы ыз 
Substitute first three meas. of Bass Fig. 2 second time 
Bass Fig. 1 
5-4: - 4 _ — y == 5 
5 Pu 7 T 5-7--8-7-()-5-7 
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*Gtr, 2 is loosely doubled throughout. 
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“FREE BIRD” 


F с D 
11 ААААА " Gtr. 3 substitutes Fill 2 second time (see below) 
10—10—10-—9 4—5 T (7) 6-7 f 7) 192-17 1918—19. (197 
10--10--10->-9 4--5 7 7^—6-—7 7: 19--17. 19518-<19. 19. 
10 0—— 19 
10-(10) 
es | шеші کا ےا‎ LLL Е — ee | 
>> >> * Play notes in italics 2nd time. 
1 0 3—2 2172 1—3 —2 -4-24-21—3 —2 +2 21—3—2 3 
i i 3—83-13H33—3—313]-3 3 31333153 0 
sf ғғ 7 Жең کے‎ және же کے‎ amas mm ma u nmÉ -2-2-42121-2-2-421121-2->2 0 
3 2 0--0--0 0—0 —0 0/--0--0--<0 9/-0--0 0 
| i 3 


G D/F# Em 2nd time 


only- - - -4 


1 F с D 
10—10—10-—9 4—5 7 6—7 7 7==6 7—{7 9 
ج‎ RES 77082-7 7 176—7 Dn—3$ 
| 10—(10)- 
k— cL LLL LE = LL 
end Rhy. Fig. 2 
> > > > 
тт. 0 3--2--2--2--3--2--2--2--3--2--2--2--3-2 0 
1 3--3-3-3-3-3-3-3-3-3-3-3-3 0 
LAAPA AALALA PAAA DPA 33 3 3 33 3 333 3 2 
2 0--0--0--0--0--0--0--0--0--0--0--0--0-0 0 
: ii 
[A | = = — ,—F سے‎ ES DL V = 
[В] Verses (1:08, 3:09) 
Lif 1 leave here tomorrow 
2. Bye bye bae Its ben sweet love yeah yeah 
G D/F# Em 
Gtr. 1 plays Rhy. Fig. 2 twice simile (see bar 9) 
Gtr. 2 plays Rhy. Fig. 1 four times (see bar 5) 
17 би.3 AANA 
711-12: 12 7 9 9--8 
|1112. 12, 1 7 9 9---8 
9--9--4 
[zu === 
Bass grad. slide 
Bass Fig. 2 
x = 22 xm 
5 5 —(5) 5 ot in heer 4 7+ == + —= $3—0)—5—:—] 
$—6)—3 : 7—8 :$—1 7—U 


Fill 1 
Gtr. 3 w/slide 

: Q 05A 

== == 14312—(12) 419: 

T 6-27 [1] 19—17. Ма) 19— 1 
HA 7—6—7 7 19-<17—— 19 
rB 

= = = 
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would you still remember me 
though this feeling can't change 
F C D 
19 ААААААААААААААААААААААААА Anna 
=ç 4--5 7-- 6---7 7 19-17 18-19. 19} 
E" 4—5 7 7) >--<-6--<-7 7 19—17 18—19 19 -= 
10 2 5 19 
LL ج‎ — —— p LI 
di : 7—9=— 
D == = 5 —(5) z 7 7 7 
8 $——(8) 8/10---3 3 7 5 5 5 5 7—5 
=) [IL sq: [= LI p. ELLE EI 
For | must be traveling on now 'cause there's too many places I've дої to see 
But pleasedon't take it so badly 'cause the Lord knows I'm to blame 
G D/F: Em F с 
21 Dr t annn 
11--<12: 12 7 9 9-8 4-5 7 
I—11—412 12 7 9 9—8—— = === 4—5 7 
£ 9—9—F10=—910. (10) (10) —27—2—-5 
7 
== m] — а E) 
Bass plays Bass Fig. 2 two and three quarter times simile (see bar 17) 
(1., 2.) 1 stay here with you дігі 
D G DIF: Em 
24 ARRE Maan 
=. E سے‎ „e =-= 
647567 19><18--19--18-<19 ipa 11---12- 12 7 9 9---8 
I— 5-6 DAT 7, 19--18-<19--18--19--19. 11—12 1 £ [7 9 9=—8 э 
1 E 
=== ==== | А | ——— 
grad. slide 
things just couldn't be the same ‘Cause I'm as free as а bird 
F с D G D/F# 
Gtr. 3 substitutes Fill 2 second time (see below) 
27 ААААААААЛАЛАА Dn 
4--5--7 Tp-67—7 7>-6 7-(7--9-59 Ө} 12+ 12 12 12 
© 4—5— 7)>-6-<-7---7, 7==6 7-<7)--9--9 9/12 12 12/-у-12 
19 (10)-2——=5 7 | 
| | 
= EI Бекі СЕЗ E LL 
now and this bird уои cannot change Oh 
зо Em 6 F C D 
Б-12-11--9--(9; Х--<Х---9--8 7 7--6-<7--(7 7><6-<7--6-<7><6-<7--| 
—12=11—9—9 X—X—S9 s v7 7—6—7— 7—6—7—6—7—6—7——l 
9—9-+440) :—2—5 
=. — =| =. = = 
*Random fretboard locations. Bass plays Bass Fill 1 (see below) 
Fill 2 (3:53) 
Gta Bass Fill 1 (2:09 
wistide | D ES ERR ы 
LT Zp-6—7——2 19<17--19<17-19х17-17-19 (0) =ч, 
FA £ Lr -6—7——7 T9517 test 7 19017-1719 = 7841-14-16 -18 17-16-14 
ГВ B £ 5 d 
== == =ч — IE 
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(2:13, 4:13) 
And this bird you cannot change 
F c р 
Gtr. 3 
M емес ден Gtr. 3 substitutes Fill 3 second time (see below) >= 
z 12419. 
[7-10 10---9 10-10: 19-17 19--17. 19-17 19-17 19 
[7-10 ج ا ا‎ 10—10 38 — 1917 19--17 19--17. 19 
10-(10)-5----10 
* би. 1 and 2 ج‎ = _— ——— = — ME —— — ' k=. 
Rhy. Fig. 3 end Rhy. Fig. 3 
1 X—1—1 X—0—0 X—0—0 X 2 X—2—2 х—2 
1 X—1—1 X—0—1 X—1—1 X——0 3 X—3—3 X—3 
2——X—2—2 X—0—0 X—0—0 X——0—1-2 X—2—2 sA AAAA AA 
3 X—3—3 X—0—2 X—2—2 X——0 0 х—0—0 х—0 0 
3 X—3—3 X—0—3 X—3—3 X——0 0 X—0—0 X—0 0 
i X—1—1 X L 1 - | | 0 
Bass 
Bass Fig. 3 — — 
3 3—3——s-7—5 = 9—8—4 -425-%-%-8-52%-9 
= = ез =з =з | 
*composite arrangement 
Апа this bird you cannot change 
F C D 
gp 00. 1 and 2 play Rhy, Fig. 3 twice (see bar 33) 
біг. 3 ory eee mee 
L—10 10--9 4--5 7 7 7) 2 2 
10 10-9 4--5 7 7 7, 2 2. 
10 == 0 5 
10——(10) 
алға ELLLILL 
Bass plays Bass Fig. 3 twice simile (see bar 33) grad. slide 
Lord knows I cant change 
с D 
Aaa Ist time, go back to bar 9 
10 4—5 7 — 7--6--7--6--1--1 
10. — 4--5 7 7, 6 7 7---6--<-7---6---7--7 
| 10--(0)--5- | | 
للل‎ EEE | للل‎ = 
Lord help me | can't change 
F с D 
3963 SPAMS Sieh алаа sano tr E дал дағынан да RRS a 
|10. 10---9 4--5 7 IR ет ал ол тал hoe res өз жал (отдел ождан ion (ол 
[7-10 10---9 1 zm 5 4--5 7 [jos жел дө Fan ia жел КОЧ жел өк жы jon жән (өл жен 
1—10-(10) | 
еше ج‎ 
би». 1 and 2 
I—1 X—1 2 
Е-е Бишр дир ДИУ ИНУ ИНУ ЛИР АЕР АШУ АШУ ИНУ АЕР АЕР АШУ АЕРУ АЕТ 
3 х—3 0 0 
3 х-3 0 0 
1 х—1 I 0 
LLL للل‎ LÉ LI Lm 
Bass 
3 1—3 —3 7—5 to 3--4 
3 3 3 —(3) 3 7-5 5 5-35 5-3-5 5-3 5 5 5 3 5—10 
Fill3 (417) D 
Gtr.3 w/slide 
T 19—17—19—17—19—17—19—17—19—17—19—17—19—17—19—17—19—17—19—17—19 
FA Ж —1947 1917 — 19547 — 19517 192217 19217 — 19217 192-17 — 19-17 19-17 19] 
A 19 19 19 19 19 19 19 19 19 19 
ГВ 
=== ` === === === === = 
Fill 4 (4:28) F " 5 
s w/slide 
T 10-109 -Hiur 1947—19:17—19417—19317—1917—19:17—1917—1947—1917—19417—19317—197-] 
LA 2 10-10-9 - 12-12-,19-17--19417---19х17--19-17--19-17---1947---19417--1917--19-17--19517--19-17--19417--19-2 
A 10 19 19 19 19. 19 19 19 19 19 19. 19. 19. 
ЕВ тосто 
=l] == = = 
23-3 Lj Е.32 wR L 3-4 Us لا‎ 3а 
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[c] Interlude (4:43) 
Faster J = 149 


Lord I can't change Won't you 
MG Реид Bb5 05 
12 1 
12 1 n ج‎ 
Rhy. Fig. 4 end Rhy. Fig. 4 


fly high free bird 
G5 Bb5 C5 
45 Оиз. 1 and 2 
5--5--Х--5--Х--5--5--<8 Х---8--Х--8--Х--8--8--8---:10--10 X—10 X—10 X—10 
5 ——5——X——5——X——5——5— 8 X — 8 ——X——8——X——8 ——8——8——]10—10 X—10 X—10 X—10 
[—83 —3 — X——3 — s — 3 —-6 Х--6--Х--6--Х--6--6--6---8--8 X——8 X——8 X——8 
Bass 
= p ووو و‎ Je و‎ 
5—3— 4-1 4-1 1 0—1 0 
و وو‎ ! 1 1 ( , 1 
1 ар] لاا‎ ET ا‎ =. .- — LLLI 
yeah [D] Guitar Solo (4:56) 
в" ВЬ5 
Gtrs. 4 and 5 (w/dist.) Gtrs. 1 and 2 play Rhy. Fig. 4 four times simile (see bar 41) 
48 1 1 l Annan 1 1 ann 
15 | 1 15 1 $ У, t 

= s m 15-18 18 18 18--15 18—18—(18) —15—18 18—15 
Х--10--Х--10--Х--10--Х 

X—10——X——10——X——10——X 

Х--8--Х--8--Х--8--Х-0 

الا ل الا — — ا 

Gus. Land 2 

Bass = Bass Fig. 4 

2 Ç 
1 5 0 3 10 E 9 5->-3 1 4-1 4-1 1 0 1—35 
Қ н | | SC CES : | ( 
I qs y LIE" qr ДЕ. Е opc 


C5 1 1[2, 
ЖЛ элер a a d ыйа ra Sa trate are sies Kas ee ette ا‎ aria 
1 1 1 1 Lanv 1 1 1 
51 RAD, TT 
L 18 ] 18 ا‎ 18 f | 15 =. 48 d 18 E, 18 d 18 
[—18—18 18 18--(18) 18 18-5 15—}F (18) 18 18 18 
4 I 2 
á ل‎ LLL i LL “J LLLI Lois 
end Bass Fig. 4 
3 3 4-3 3 3 4-3 3 3 1 3 3 
t t 0 0 1 0 1 2 t 0 0 1 0 1 2 
Ip o0] [ILE] EL ower Sgt NB |o SER ا‎ 
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Gu, G" Bb5 
4 and 5 A 
let ring- SES 
54 £ 1 1 
—L —18 —4——18 — 18 
18 18 18 
| ا = ا => — اا => — سا‎ >= 
Bass plays Bass Fig. 4 twice simile (see bar 49) 
C5 
let ring- ----------------------------------------------------------------- ч 
56 1 1 1 1 1 1 1 
‚5—18 — 8 — 8 و م‎ — 8 — 19 
18 18 18 18 18 18 18 18 15 ] 
— À — — > ا > ا‎ І سا‎ >= —MM ل ا‎ 
1 


в" ВЬ5 
] 1 І 1 


ымы d {| NN‏ اا 


[—18—18-(18) -15-18-18-(18) 15-18-18-(18) 15-18-1818) 15-18-18-(18) -І-15-18-18-(18) 15-18—18-(18) :15--18--18-(18) -15--18-18-(18) 15-18 


Ша шаа ша vc —— = = Е 


С5 
1 1 1 1 1 1 


в | | E8 Dana Da 


|Е-18-(18) 15—18—18-(18) 15-18-18-(18) 15-18-18 (18) 15-18—18-(18) -15—|-18—18-(18) 15-18-18-(18) 15-18-18-(18) -15—18—18-(18) (18)15-| 
| 


—— —— = = —— шш = m= 


5 6 2 5 
(522) 
Gtr. 4 substitutes ЕШ 5 (see next page) 
в" Bb 
رم‎ 5 1 1 1⁄4 1⁄4 Gus.4and5 14 1⁄4 14 1⁄4 
t А + n n n + 
18 18 18—15——15—18—15——-15—L48—15——-15—18—15— J-15—18—15——-15—18—15— J-45 
17 17 17 17 17 17 
=] ي‎ 
биз. | and 2 
Rhy. Fig. 5 
d 55, > > 
4 4 x 4 x 7 7 x 7 x 
5 5 x 5 x 8 8 x 8 x 
5 5 x 5 x 8 8 x. 8 x 
3 3 x 3 x 0 6 ? X 6 x 0 
Bass 
Bass Fig. 5 
> > n > > 
~ 3 1 12 1—1 0 1 345 | 
3 3 3 3 3 3 + + + t t t 
| pl pli | اسا‎ ранно ран: са; 
Cc vn 
64 1⁄4 1/4 1/4 1/4 1⁄4 1⁄4 1/4 
4 + + 4 
[—18—15——/-15—18—15——/-15—18—15——/-15—18—15——/-15—[-18—15——/-15—18—15———/-15—18—15———-—15. 
17 17: 17: 17 17 17 17 15 
17-15- 
== ELLE = =  — LL Ll LIÉ 
end Rhy. Fig. 5 
m > 
9 9 x 9 x 9 X 9 X 9 X 9 9 
[—10 10 X 10 x 10 x 10 x 10. x 10. 10 
10 10 x 10. X 10 X 10 x 10. X 10 10 
| ? x 8 x 8 x 8 x 8 x 8 8———0 
= s= . ha end Bass Fig. 5 
2 3 3 2 J 
з ГЕ 3—8— —9— —3— —з 3 D а 3--% 
| ڪڪ‎ Verena 7 — 
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в" Bb сүн 
Gtrs. 1 and 2 play Rhy. Fig. 5 three times (see bar 62) 


ГО س کک ےک کے ی کے کے کک ا ج کک ی‎ с 
1 1 1 1 1 
66 Сиз. 4 and 5 + + + aor. 4 
-/-18---/-18 22-18-15 18---/-15-| 
15 15 15-17-15-17-15-1- 15-17-15-17-15--15-17 17. 17. 17 17 17 
17. 17-15-17 17 17 17. 


نا حن LLLI‏ کا دا —— SS]‏ 


=| کے‎ 
Bass plays Bass Fig. 5 three times simile (see bar 62) 


Bb см! 
ОҢАЙ SS nen a cei teri ue eco a mee li i a oli ci faa 
71. 1/4 1 1/4 1 1/4 z 1/4 1 1/4 1 1/4 1 1/4 1 1/4 1 1/4 1 1/4 
+ F + £ n £ $ + + 
17-18 1—-18 1—18 317-18 17-18 3-418 1-18 4 Јав Ser 4—18 — 
(17) 17—(17) 17—(17) 17—(17) 17—(17) 17—17) 17—017) 17-(17) 17-(17) 17-(17) 
L I | 
(| 
[ 154 E: 14:4 | 
Gi Bb 
7: t 1 М 2 
NEN n £ £ 
——18——18—-1841— E 
17 17. 17 17(17)15 5 15 15 15 15 
17-15 17-15 17-15 17-15 17-15 15 
17 17 17 17 17 | 
гг = га ЕШ. кї. аш С LIES LI 
См! 4 Ж чи 
76 Gtr. 4 substitutes Fill 6 (see below) 
15 
17 15 15—17—15 15—17—15 15-117 15 15--17--15 15—17—15 15 
17 17 —17 17 17 17 
(6:47) 
б" ВЬ5 С5 
7g (біз. Land 2 play Rhy. Fig. 4 three times simile (see bar 41) Gtrs. 4 and 5 1 
Gtr. 5 Anan AAA Aan Anan Ann 2% 
) 
15--15 15--15 15--15 15-17 
17---15----15-17-1715 17---15---151715--151715--15-117---15 17—15. 17—15 17—15 
17 17 17 17 17 17 17 17 
k СІ а СЕ == = LES Ce LB C 
Bass 
Bass Fig. 6 end Bass Fig. 6 
э саба 31 5-1--У-1--1--0--1-з45 
EGEJ افا‎ EIE 
Fill 5 (22 
Gtr. 4 9" 1 1 1 
1 й و‎ BAAR 
18: 18 18: 18—15. 15 
zi A 17 
B * 
س‎ 
Fill 6 (5:47) 
Gtr. 4 Cv" Gill Bb5 
CF % 1 


ЕА—Д—17—15——1515—17-15-17-15 15-4-17--15 15-17-15— 15-17-15: 17—15 15—17-15-17-15——15. 
17- 17: 17 17 17 17 17 
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в" Bb5 
82 1 1 1 1 1 
n + + + n 
] ] ] 
[—17—15 17 —347—45 4172-17-15 172-47-15 172-17-15 172—17—15 
17—15 17—15 17 1 17—15 17—15 
[— — — uo — ЧЫ —— m © = u] کڪ‎ 
Bass plays Bass simile (see bar 78) 
C5 Gtr. 4 substitutes Fill 7 (see below) в" Bb5 
84 1 1 Gtr. 5 1⁄2 1 
+ ¿ _ __ ж----- وچ مم‎ 4 % 
> / 3—6 6——3 
177-17-15 177-17-15 47} (17) —17—17—17—17—(17) —17—17 4 
17-15 17-15 17-15 | 17 
| 
EL —— СЕ ынк — С Пр рени васса =] С 
C5 
let ring- -------------- T 
87 1 Tan 1 1 1 1 1 
—, = + t 6 2—6 Lm 6 = 3 
6—6 —(6)— 3—6 6—3 6—6 6 6 (6) 8——(65)—()——. 3 
; И 
لل‎ Ë=. M нее жәен кенен 
(607) 
а! Bb5 C5 N.C. 
биз. 4 and 5 letring---5 1 І Í an 
9 ^! 1 AAA. 1 AA. 1 1 an i i 1 Қ 
1a + E , Tiar Wd +, Е 88: 6 m 6 LN JI 6. 1 6-6 | 
6 6 6 6-3--Г-6-6-(6-3-6 6—3—} 66 6 6 —L-(6)—6— 6 16) 66 
n П | n 
end Rhy. Fig. 6 
4 X—4—4 X—7 9-9 | Pri 0 
5 X—5—5 X—8—1-X—8—X—8—8—8—8—9—41-10 X—10—10 x 2—3—(3)—4 
5 X—5—5 X—8—]-X—8—X—8——8—8—8—89—4-10 X—10—10 x ps 1 
3 X—3—3 X—86 —LX—6 —X—6 66671 8 X—8——8 х—0 ) 
| Ld шерл لا‎ E Li V "B" V 
Bass 
Bass Fig. 7 end Bass Fig. 7 
5 -5-3 9-3-2 2-2 5 2 5 2 3 — G) 4 5 
5--2--1 Ч-1--У-1--1--2--1-50 | j = 
سے‎ == ! 1—1—9—1— P 
Dre LE нан БЕЛ Ей ГЕЗ Er Lu ыздан аа. ” 
в" ВЬ5 С5 N.C. 
Girs. 1 and 2 play Rhy. Fig. 6 three times (see bar 90) 
Gtrs. 4 and 5 1% 19% 1 
(6) (6) (6) J J 1 
8 8--6-8 8—6 8 8—6 —8 8-6 | 8 8--6-8 8—6 8—8 8 —(8)—8 6 
| 1 1 п 
Bass plays Bass Fig. 7 two апа a half times simile (see bar 90) 
Fill 7 (559 
Gi 4 үн) С5 Gil Bb5 
F 1 1 1 1 1 
n n + + paos 
T ] ў J 7 7 
FA 4-17-15 4172-17-15 172-17-15 172-17-15 177-17-15 17 
17-15 17-15 17-15 17-15 17-15 
ГВ 
——— = = - —— کک‎ i= 
mn C5 
£ + £--3 loe "pcm و‎ 
17 17 17--17--17--15 15 15 15 4 
17 17--15--17. 17 17. 17. 17 | 
| NN M | | 
ЕЕ] | ET | کا‎ LLLI 
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в" ВЬ5 С5 N.C. 
Gir. 4 plays Fill 8 (see below) Я 
98 em ee але PA o ua T uso № і 
6-7-8-8-(8)-6 6 pre А 
8— s—s—s——— 8—6—|-s——8 68 8 —6 E в —8—(8)—8 
ЕБ - 14 
ЕСЕН! =] EX =l Е] = v 
в" ВЬ5 С5 N.C. 
Gir. 4 plays Fill 9 (see below) 
102 AW Ana ARAN ARRA. Gir. 5 en 
== == == PI PI 
12 12-(12) -12—14-12 12 12-(12) -12—14-12 12 12-(12) ——12—12| (12) -12—12-(12) ——12—15-12 
14 14 H 14 14 14 14 14 
ass Fill 2 (see below) 
(6:32) 
в" ВЬ5 
Си. 4 and 5 
6 
14-12 12—15—12—14—12 12—15—12—14—12 12—]-15—12—14—12 12—15—12—14—12 12—15—12—14—12 
15 15 15 15 15 
=== — — ==== == ==] 
биз. 1 and 2 
Rhy. Fig. 7 
> > әз» > 
4 4 Wi L LU J l VU u IS 
= | i : H { Д) t 
3 3 3 | 6 16) 
Bass 
Bass Fig. 8 
> > > > 
3 3 | 
= 3 3 = 
3 3 | 
| | 
108 C5 СМ! 
15 
12—15—12—14—12 12—15—12—14—12 12—15—12—|-14—12 12—15—12—14—12—12—12—12 x 16 | 
1 15 15 15 
| 
== == == КЕ = — ——— | | — 
= = end Rhy. Fig. 7 
T ————— 9 Z Z LL Z] 
0 10 10 10 r 
10 10 10 10 
| | | à —— 
= г == — =i 
end Bass Fig. 8 
Б 5 810 10 —10-810 10 —10-810 10—10 8 
3 3 - 10—8 
| | LIE = = 
Fill 8 (619) Fill 9 (629) 
Gir. 4 о! Bb5 1 Gir. 4 C5 grad. NC. 
Алл. лал Р Уз Ал лл bed 2 2 
8—8—6—8—8 $——$—8-—8-] : ع ا‎ | 
T A T 4 —12:-121512 — 12-15 18) —4(15) 15-12 
Fw ЕВ i 15 ت‎ 15 
LB И 
c == EHE E әш =I 


Bass Fill 2 (6:29) 
(C5) (N.C.) 


Ее E a | 
— рр 


< 
— 
SI 
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в" Bb5 
Gtrs. 1 and 2 play Rhy. Fig. 7 three times (see meas. 106) 
биз. 4 and 5 
110 
15 18 
—18—15 18-15 18-15 18-15 18-15 18—15 18—15 18-15 i 
17 17 17 17 17 17 17 17- 
2 I 
| 
=—  — i = = === = 
Bass plays Bass Fig. 8 three times (see bar 106) 
112 C5 cm 
15 15 15 
18—15 18—15 18—15 18—15 18—15 18—15 18—15 18—15 - 
17 17 17 17 17 17 17 17 
i š 
| 
= nene ЕЕ ЕЕЕ i 
в" Bb5 
114 — — — ~ у ~ т ~ т ~ lan 
18—15 18—15 18—15——18-15——18-15——18-15. 18-15——18-15——18-15——18-15— 18-15— —18-15— -18-15 
15 15 15 15 5 15 15—15 15 15 15 15 i-15-] 
| | 
| == 
= Бе — = === ESE E 
3 D 1 11:2 jl 10:2 ] 
116 C5 e" 
15 18—15— —18-15— —18-15— —18-15— —18-15— 18-15 18—15 18—15 18-15 18-15 18-15 18-15 
5 15 15 F 15 15+ 15 15 | | 15 | 1 
| | | Г 
== کے‎ 
t 16:3 s L 17:4 І 
(6:57) 
G" Bb5 C5 
Gtrs. 1 and 2 play Rhy. Fig. 4 four times simile (see bar 41) 
Gtrs. 4 and 5 
1 1 
118 дік: ІШЕ? ALAIN 
15 15 154—215 15—15—15 J—318418145 
18 18 18-(18) 18—18—18—15—15—15—]-15 15-1154:151-4--15-15--М5-15-15-15-15-15-17-15- 
17 17—17—17-(17) -17—17—[-17—15—15—15—15—15—17—15— 
E | | 
| 
HEE LJ шшш 
Bass n لالا‎ 
Bass Fig. 9 end Bass Fig. 9 
2—3 
ш ерик жш Se Se 3--3 — = 3—5 
3 3 0 3 t t t 0 0 7 1 2 2 3 t 
[LICET pp LII exper wp (ДЕН (БЕП WE qp] 
Gil ВЬ5 С5 
Gtr. 5 
122 ,АААА АЛАЛА Ana maa 
15 15—15-15-15 15 15——15—15-15-15 
[—17— 17——17—41-7-17-15 17---17--17--17-17-17-15---15--17--17-17-17-15---15-17-15---15-17-15---15 
17. 17 17 17 17 
— E CS E LE == LE LE 
Gtr. 4 
[—15——15——15—15-15-15 15 15—15-15-15 15 15 15 
[—17——17——17—41-17-17-15 17---17---17--17-17-17-15 17. 17-15 15-17-15 
PA 17 17 17-і 17 
LIE mx = i ЕЕЕ 
Bass plays Bass Fig. 9 three times simile (see bar 118) 
125 в" US БАЗ, миша eee 
12--(12) 14-12 12 12-(12) 12-12 
17-15—15-17-15 15-17-15. 15--17---|:14 14 14 14 14 14—14 
17 17 17 
LI ELI С] = 
1 1 1 
+ + + 
T ] ] i 
7-15 17:-17-15 172-17-15 172-17-15 172-17-15 
17-15 17-15 17-15 17-15 
С шк ELI ЕЕЕ CCE — EE 
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C5 T ettet ee 9 
128 ААААААААА AAAAAAA | + TTS ANARAN anann 
- 15 151—153-153 i- a 
12 12—012) —12—14 14) —14—14—414-(14X14) -12—14 12 12—(12) —12—15-12 
14 14 14 14 
LI Е ELI LLLI ы4 2 жаа 
grad. 
bend 
1 1 1 1 1 1 1 
% ft ot + £ кча 4 
] тав I Led 
177-17-15 172—172—172—17 17—(17) 15 ——17 15 12—12 12 14 
17-15 з 17 —À — 17-14 14 14 
EL —— E E EE | LLLI === е ee === 
С5 
AB Бәл ere ' 1 
+ + 
== ae J 
12. 12—(12) -12--15-12 12:[— 12-15-12 15-12 15-12 15-12 15 (15) -15:-12 
14 15 15 15 15 i—15 15 
| LJ ізі с — um ж ELI = — лаана 
Ann Annan 1 t 
+ f 
= == J—15 
[- (14) -12--14 12—14—12 12 12—(12) —12—14 147--(14) -12--14--12--14--12 
14 14 E 14 14 
— L... (БИБА [NN КЕННЕН LC لاال‎ кым لاا‎ 
(7:22) 
в" Bb 
Gtr. 5 
134 ААААААААААА ААА — Dann 
£ 
== — 15-] 15 
12 12 (12) —12 14 14(14) —12 12 12 12 14 
Б 14 | 14 
——ы = — ل‎ еее e | 
Gtr. 4 
шер) 12 (12) —12 14—12. 12. 12 (12) —12 14—12 
14 14 14 14 
Сы LL ЕЕ] لا‎ ELI 
биз. 1 and 2 
Rhy. Fig. 8 
4 4 4 4 7 7 7 7 
5 X—x—5 X—X—5 X—X—5 х-х--8 X—X—8 X—X—8 X—X—8 х-х 
5 х—х—5 х—х—5 X—X—5 X—X4—8 X—X—5 X—X—8 X—X—8 X—X 
3 X—X—3 X—X—3 X—Xx—3 X—Xx-L—6 х—Х—6 X—X—6 X—X—6 X—X 
С [LIE LIE ا‎ LIEBE CLIE. ےا‎ LII E 
Bass 
Bass Fig. 10 
1 1 1 1 1 1 1 1 1 | 


1——1—1 
3---3--3-3--3-53-32--5--53-3 لوو‎ i i 
SS ی‎ LIBE LLL = í = L == LL LE 
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1 1 1 
+ + + pery A 
== } 152 1522 1522 15 = 
[—12 12 (12) —12 14 14 14 14 142 (14) -12 
14 14 
LL Ly — 
Annan 1 1 1 1 
+ + + 
PTS 15 B 15----- 18— ——7— —15 
I—12 12 (12) —12 14 14 14 14—12 
14 14 
— Е К = LII as к ы 
end Rhy. Fig. 8 
9 9 9 9 
10 X—X—10 X—X—10 X—x—10 x—x x 
[—10 X—X—10 X—X—10 X—X—10 X—X 
8 X—X—8 X—X—8 X—X—8 X—X 
аш. LIE шараны ka =s 
end Bass Fig. 10 
3 3—3—3 3—3—3 3—3—3 3—3 = 3—3—3 3—3—3 
3 em jean Ыла, ووم‎ dumm: Š وو ي‎ В--- A 1 2 


G" Bb cu 
Gtrs. 1 and 2 repeat Rhy. Fig. 8 five times (see bar 134) 
Gtr. 6 plays Riff A (see below) 


Gtr. 5 1 1 1 
1 1 1 
% $ + + $ + 
== == == 157 157-15 152.—15 
|—12 12-(12) -12—14-12 12 12-(12) -12 12 12 12—(12) 12—14 14 44: 14 14 —14 
14 14 14 14—] 14 | 
С С ЕЈ LL Ц ыш kisal 1 J 
Gtr. 4 L BER 1 
== == ae es e —] 
|—12 12-(12) 12-14-12 12 12-(12) - 124412 1214—-12 121121421412 
1 14 14 12—12: 14 14 | 14 14— 
E Ss Ex кезгі لخا‎ == J ا‎ =i 
Bass repeats Bass Fig. 10 two and a half times (see bar 134) 
в" Bb сү! 
1 1⁄2 1 
142 КЕ L m Á i + 
15 15—15—4115]—15——152—15 15 15—18—115]1—15—152—15—]1-15 15——15—1151—15——157. 
шау 14--12--112/-12--12-14 12 14--12--112/-12--142-14 | 12 14——12—4.42]—12——14: 
LLL Lp Ll dil LI ا‎ 
1 1 1 1 1 1 1 1 1 
n + + n n 4 n n n 
== 157 15-15 15+ 15 15 7— 157 1522 157 
шер) a 212) —12—314 14 14 14 14 14 14 4 14 


RiffA (729) 


Gtr. 6 (w/dist.) (play 12 times) 


15—15—15—15—15—15—15—15—15—15—15—15—15—15—15—15—] 
z £ 12--12--12--12--12--12--12--12--12--12--12--12--12--12--12--12 
ГВ = 


x 
| 
| 
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Q 
б 
É 
Ф 
= 
9 
x 
б 
= 


“FREE BIRD” 


Gil 


12 


(747) 


14: 


G" 


18: 


1 

n 
157-157. 
14 


14 


3 


3 


3 


3 


3 


3 


157 
14 


15+ 
14 


14: 


14 


N ito rnm e m ee a Sua 


3 


3 


3 


0 


2 


2-2 


5 
LIBE CH LCH CHCH 


2 


1—1 
L = 


لوهم 
(ы ш‏ 


0--0-0 
Сы 


Gtr. 4 


Ваѕѕ 


COCO 


ow 


Bb 
би». 4 and 5 


151 


0 


8 


8 


8 


8 


8 


8 


8 


8 


172 


) 
17: 
LL OLI ee ый ILLIS СОЈ 


17. 


17 


6 


6 


6 


18 


ESO қазалы eet mas ыу. 


Bass 


6 


6 


6 


8-8 
LIE шш шыш ышы LE Р ш: L LIE ШЕ LIE LJ 


См! 


Bb 


12 


(18) 


18: 


18 


(18) 


18 


LE LE L. LE Ш E LIE LIE LIE LLE LIE LIE 


BER secus Sete ағы Duy Iun -биухерша oem Peas eee ары eee sv ie RE майы алып 
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(8:00) 
биг. 4 and 5 Gn Bb 
1 лл Lan 1 1 1 1 1 1 1 
157 == 
Т ag i p 1 Jas ) 1 ji ІА 
18 18 22 
ETO 18- 18: 18(18) L22: 222 (22) 22—22 22—22 22 2 22—02 
П П 
LC LaL: С Lo ل‎ ү a J 
биз. 1 and 2 
[35 —x-X18 LALLA AAA AA AL ГГ у ДУ ДУ ДУ ДУ ЛУ T ЛУ А 
H0—X-X-10 5 8 
[-8—X-X-8 3 6 
ELE LIE = Se SS ЕЕЕ == ші w. 
Bass 
E7] 14 15 15 
H0 —10-10-10 —10-10-12 —12-12-12—12-12 —-13 — 13 13-13 —13-13 13/17 —17 47-17 —1717— 
12-12 1212—1313 13-131, + | + i Li ; I— j 
L CS طط‎ L E L E ыгы 
суі! G" 
160 Duc ds TEN Jose Шаа MA NR 1 1 1 1 
= — 22 22 4—22 + 22 + + * 22 Bj T too. 122: 
(22) >= 22: 22: 22- 2 22р” 227 2 uim uu 2222: - 2222 


14 14- 14- -15- F 42- 12-12-14 — 14-14-14 —14-14 
15 —15-15-15 —15:15-17 —17 47-17 —17-17 | 
С_Е ЦЕ LIE کےا‎ = СЕ = L LE С Се LIE 


Bb cl 
163 1 1 1 1 1 1 1 1 
à " 1 22. 1 20: is 1 IUS 
* ғ * Ж r: 
LIE LIE LIE = [ 
| 1 
[Шу Ағ ДУ ДУ ДУ ЛУ АҒ ДЕУ А ЛУ HTT ААА RAAL HAHHAA AHAHAHHA I 
= З 
кшш لسا‎ === = k=— ыч == = Е لبلا‎ = 
14 15-14 14 15 17 12-17 15 14 
[—15 —15 -15 -15 -15 -15 –15/19 19-19-19 19 47 17 =: 17 15 17 
L. шты لا —— لاا لا © ا‎ и. — إل‎ 10 
(8:13) { ; 
65 Bb5 C5 B 
166 1⁄2 ARRA 1⁄2 Р 74 i . simile ү * 1⁄2 
] i ] ] ] ] 
19—15: == —15 17—1017)-15—17 15—17—15 17. 15—17—15 17 15—17—15 15—] 
17-07) 4—17 17 17 17 17 17. 17. 17 17 
á BEE = 
Rhy. Fig. 9 end Rhy. Fig. 9 
Ts 
x x x x x x X— 8 
[.—5—8—1—8—X—8—1-—8—]|-X—8—10—8—X—8—10—10—|-X—10—12—10—X—10—12—10—|-X—10—12—10—X—8- 
-3--3-3-3--Х-3--3--5--Х 6--6-Х--6--<6--8--1-Х--8--8-8-Х--8--8-8--І-Х--8--8-8--Х-6 
Bass Fig. 11 end Bass Fig. 11 
> 
= 
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G5 ВЬ5 C5 
Gtrs. 1 and 2 play Rhy. Fig. 9 two and three quarter times (see bar 166) 
170 
[ 15 5. 15 5 15 1 1 15- 15 15 15 
18-15 18-15 4-18-15 18-15. 18-15. 18-15 18-15 18-15. 18-15. 18-15: 18-15 
L-16 17- 17: 17 17 17: 17. 17: 17: 17- 17: 17: 
[ 
[ 
=== === == шел (шісі ctn CED citi جح‎ 
Bass plays Bass Fig. 11 two and three quarter times simile (see bar 166) 
G5 Bb G5 Bb5 C5 
173 
15 1 15 15 15: 15- 15 15 5 15: 15: 
18-15 18-15 18-15 1815 1815 1815 1815 1815 18-15 18-15 18-15 1815—] 
17- 17. 17- 17- 17 17 17 17- 17- 17. 17. 17: 
| 
| 
Ы — —ua— (екен кенен көне oo SS ЕСІГІ 


15 15 15 187—]115—154—154—154—15 1 
157—15 154 3-15/—]14151—154—154—153—153 {15 
17 17 17 172—17 17—17——17——17——17 17, 12 12--(12)-12---14-12 
| | 1 14 14 14 
| 1 = 
С] С] С LL EL 
تمت مته‎ 
15—15—15—15 15 — = 15 
(17) —17—17—17—17—17—17 15 15 45 15 == 
ir 17 17, 17 
| БЕНЕН БЕНЕН БЕНЕН | LIII; LL LIS 
C5 B5 Bb5 A5 
Gtr. 5 
179 — NS Rn Dann 1 1 
+ £ 
== T == pS 
12 12—(12) -12— 14-12 12 12—4(12) -12—14 14—(14) -12 12—14-12-14-12 
14 14 14——{ 14 14 
i 
— E =l = LLLI LIES = 
Gtr. 4 
9 
<5,--15--15--15-15-15--15-15 15—-15—15-15 15-15—15-15 15—-15 15 15 15 
(17) -17—17—17-17-17—17-17-17-15—— 17—17-17-17-15---——17—17-17-17-15—— 17 17 17 17 
С ЦІ Е E LE ЕЕ: СЫ = Е] 
Gtrs. 1 and 2 
x X x x 10-10--5--9--8-8--7-:-:7 | 
Х--8--10--8--Х--8--10--10 X—10——12——10——X—10——12——10 10-10--9--9--8--8--7--7 
Х--6--6--6--Х--6--<6---8 Х--8--8--8--Х-8--8--8 8--8--7--7--6--6-5--5 
ШЕ Ш 11 لا لاا لالا‎ LET 
Bass plays Bass Fill 3 
Bass Fill 3 (8:37) 
(C5) (B5) (Bb5) (А5) 
HEE لاو و وو‎ 1 0 | 
2—41—4—1931—31—9—5 
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Bb 


ік 
m 
Is = 


15. 
12 12 12—14 ТЕ 14 12—14 TA 12—14—14 
14——14 12—14 | 12—14 12—14 
| 
Ш] LLL “= == 
Gir. 4 
د و ی‎ M ASNASAABAAAAA4. POTETE 
12 1202 14—12 12 1$— (2 12 15—12 
14 (9 2—14 14 a2 15 
I 
EL لتا‎ С] ЕШ. 
биз. 1 and 2 
Rhy. Fig. 10 
> = > 
4 4 x 4 x 7 7 x 7 x 
5 5 x 5 X 8 8 X 8 x 
5 5 x 5 x 8 8 x. 8 x. 
3 3 x 3 x 0 | | X 6 X 0 
==] г СЫНДЫ | 
Bass 
> > > > 
= = = < === 1 1—1 9 т=з== 
сы т лы = | [xd =s 
См! ВЬ 
184 АХДАА: 1 l 1 1 1 
== 15 15 15 15 15 
| 12 = 12—(12) —12 14- 14: 14° 14: 14 
= LJ — E = — Lee 
1 
n 
2 1 
12 15—12 12° 12—15—12 15—12 15—12 1 15 
15 15 15 15 
EXT 
= — жы ат) = 
ВЕ “< end Rhy. Fig. 10 
9 9 x 9 x 9 x 9 9 | 
10 10 Х-10 x 10 x. 10. X 10 1 
[—10 10. X——10 X 10. X 10 x 10 1 
? ? X 8 X 8 x 8 X 8 
И] LIEB 
> > 
10——10 8 7 BE 7 7 
3 3 10 x x 
| | لا‎ — J Й 
*Fade Out 
Gill Bb сү! Bb 
Gtrs. 1 and 2 repeat Rhy. Fig. 10 until fade 
186 1 mE ! дана, s 
+ 40% posers с занак 24 
= [— 7— —12—]-13—18-(65) ——15-—15=(15) T-15—13—13—12—12—13—12 == 
14 142--142--14. 12 12-(12) -12—14-12 
| 14 14 
| 
| СІ С С СІ СЕ] ل‎ LE 
nnn mn Ann nnn 1⁄4 1 1% m wa 
+ % + n 4 f 
тү 7 7 Tas LX 
15 12—12 128—2) -12 12—12 12—15—13 12—15 15—15) -15 15—15~(15) -12 
15 15 15 15 | 15--- 15 
= ү 7 тен pep =r PE 
Bass repeats previous four bars simile until fade *Check out the video lesson on this month's CD-Rom for a demonstration of the song's complete “live” ending. 
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As heard on JACE EVERETT (EPIC) 
Words and Music by Jace Everett * Transcribed by Jeff Perrin 


Intro (0:00) : 
Moderately 2 = 130 (72 = JJ) 
I wanna do bad things with you 
N.C. 


Gtr, 3 plays Fill 1 (see below) 
Gir. 2 (elec. w/clean tone) enters, doubling Gtr. 1 simile 


Gtr, 1 (elec. w/overdrive) 
12, рм. PM. PM. PM. PM. PM. (repeat previous bar) 
Ааа = 
it = === ================ 
2 0-2 2 29 00 f 5 9-4 ° 
ТЕРЕ "ӨР a === === жаш 
` *Chord symbol reflects overall harmony. 
[B] 1st Verse (0:11) үл ien ^ 
When you came in the air went out 
E5 B7 E5 
Rhy. Fig. 1 Aretak- В Gtr. 3 plays Fill 2 (see below) 
7 PM. PM. DR " рм. рм PM. PM. 4 рм. PM. рм рм 
i | | 
2 2 
2 2 9 1 T—1——9 
= z === ====== 
and every shadow filled up with doubt 
B7 Е5 Gtr. 3 plays Fill 3 (see below) 
end Rhy. Fig. 1 
11 ^M рм ем рм let ring i BN рм рм рм рм рм рм 
9 
2 
2 2 
— === за = === 
0 3 9- کے‎ o—}— 3 0 т? ё 3 
[C] 1st Chorus (0:26) 
| don't know who you think you are but before the night is through 
“Ат Ет B7 Em 
биз. 1 and 2 
Rhy. Р let ring ---- —R 
15 P.M. рм рм рм рм PM PM рм рм рм рм рм рм рм рм рм 
2 ° 2 
3 А 2 2 3 2 1 i 198 
Т 5 2 2 | L- 
*Chord symbol reflects overall harmony 
Gtr. 5 (acous.) 


Gtr. 4 (ele п tone and reverb effect) 
Rhy. 


vib. w/bar 


10 


*Omit chords marked wan asterisk during 


Bass 


re is recalled as Rhy. Fig. 2a 


14^« 


Fill 1 (0:06) 
(Em) 
*Gtr. 3 (elec. w/light overdrive 
and tremolo effect) 
let ring 


(let ring next 
two bars) 


1 


Fill 3 (0:24) 


Fill 2 Gtr. 3 
"^ (Em) 


Gtr. 3 


(0:15) 


CUR VUE a А 
*Pedal steel guitar arranged for standard electric guitar. 
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| wanna do bad things with you 
B7 Em 
Gtr. 3 plays Fill 4 (see below) end Rhy. Fig. 2 
19 Р.М. РМ. Р.М. Р.М. РМ Р.М. Р.М. Р.М. P.M. P.M. P.M. P.M. P.M. P.M. PM. РМ 
— — а = = 
2— 2 2 وا1‎ 141112 2- 2 2 2 2 3 2 
2 2 2—]—2— 1—2 2— 2 —2—5 2 2 2 
] (А иш. дири 


би. 6 (elec. w/light dist.) 


[28 8 = 
24 4«2——0— 


his room 
Em 


[D] 2nd verse (0:41) 
I'm the kind 10 


Em 
Gtrs. 1 and 2 play Rhy. Fig. 1 simile (see bar 7) 


Gtr. 4 plays Rhy. Fig. 3 (see bar 27) 
Gtr. 6 


Heartsick and eyes filled ир with blue 
Em B7 Em 
end Rhy. Fig. 3 


Gtr. 4 


Rhy. Fig. 3 
w/bar 


Bass repeats Bass Fig. 1 (see bar 23) 


Fill 7 (1:37) 


Fill 4 (0:37) 
Gtr. 2 


Gtr. 3 (Em) 


2% 


Тм, 
А Ра لا‎ 
16-16-141441 

Vv 7 


| 
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Е | 2nd and 3rd Choruses (0:55, 1:39) 


(2)1 don't know what you've done to me but | know this much is true 
(3)1 don't know who you think you are but before the night is through 
Am Em B7 Em 


Gtr. 1 plays Rhy. Fig. 2 simile (see bar 15) 
Gtr. 4 plays Rhy. Fig. 2a simile (see bar 15) 
Gtr. 2 
Rhy. Fig. 4 
let ring throughout 


3rd Chorus, skip ahead to [H] 


1 wanna do bad things with you Okay 
1 wanna do bad things with you 
B7 Em 


Gtr. 3 plays Fill 5 (see below) CARTER 


mir 


-ө 


end Bass Fig. 2 
1⁄4 


[F] 1st Guitar Solo (1:10) 


Am Em 
Gtr. 1 plays Rhy. Fig. 2 (see bar 15) 
Gtr. 2 repeats Rhy. Fig. 4 (see bar 31) 

Gtr. 6 


3 


12 


Bass repeats Bass Fig. 2 simile (see bar 31) 


Өсе 3 


EE 


= = —— „=; —| 
m 2 --а 1 9——12—11— a. aa 


Fill 5 (1:06, 1:50) 
Gtr. 3 (Em) 
1 


pe SEAS es бе 


и de 


128 GUITAR WORLD 


OBOSS 


“BAD THINGS” 


www.BossUS.com 


G 


Bridge (1:25) 


47 


When you came the air went ош 


(Em) 
Gir. 3 plays Fill 6 (see below) 


N.C.(Em) 
Gtr. 6 


1 
and all those shadows there filled up with doubt ge back to [E] 3rd Chorus 
(B7) (Em) 
E. uc Gtr. 2 plays Fill 7 (see 2nd page) 
неа) Fy og - 
HE | - - Р--Т--12--10-59 == ا‎ 
j p Í =a 12— 42 
| wanna do real bad things with you Ow 
B7 Em 


". 1 plays last. 


н. 4 plays last four bars of Rhy. Fig. 2a (see bar 19) 
Gtr. 3 (pedal steel arranged for guitar) 


Bass plays last four bars of Bass Fig. 


let ring 


Em 


(tremolo off) 


simile (see bar 35) 


2nd Guitar Solo (201) 
Em 
Gtr. 1 plays Rhy. Fig. 1 (see bar 7) 
Gtr. 2 plays Rhy. Fig. 1 simile, no P.M. throughout (see bar 7) 
1 1 1⁄2 1⁄2 1⁄2 


B7 


12 


1 1 
59 
fos Ра Жж жа ы. a 
2 | - - - Q-—0 
EE EH 
Bass plays Bass Fig. 1 twice simile (see bar 23) 3 
w/pick and finger _ - 
2 
63 
J| Outro Chorus (2:16) 
I don't know what you've done to me but | know thismuch is true 
Em B7 Em 
four bars of Rhy. Fig. 2 (see bar 15) 
four bars of Rhy. Fig. 4 (see bar 31) 
st four bars of Rhy. Fig. 2a (see bar 15) 1⁄4 
س‎ - -- + y— = 
I— ELE == 2» 


Bass plays first four bars of Bass Fig. 2 (see bar 31) 


Fill 6 (1:28) 
Gtr. 3 (w/delay) 


———————— (dive w/bar) 


**Dip w/bar while bending note. 


*Hammer-on notes with fretting hand while performing quick volume swells with guitar's volume knob. 
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| wanna do 


B7 


bad 


things 


a 
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tone 


with you 
Em 


grad. 
release 


Bass 
2—2 0-|-2-2 = z = 2 
0—a $—1——— 3 2 0 3-0 
Pea (| CL 
3 
tips, check out 
guitarworld.com/store. 
I wanna do real bad things with you 


B7 Em 
Gtr. 3 (w/tremolo) 


let ring 


ІШЕ 
Coon) 
| 
| 
| 
| 
БЕРЕ 
| 
| 
| 
— Seso 
TIIN 
+ 
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As heard on VIVID (EPIC) 
Words and Music by William Calhoun, Corey Glover, Muzz Skillings and Vernon Reid Ж Transcribed by Dave Whitehill 
Bass transcribed by Chris Jisi and Muzz Skillings 


с G D A F с 


13fr m 12fr 10fr ШЕ 9fr {ж 10fr Han" 
HEH 


Gsus2 Bb5 F5 c5 


Е 


EE) 


tH H 
E E нт Ez 


"And during the few moments Я 
that we have left, we want to talk [4] Intro oad 
right down to earth in a language Moderately ө = 92 


that everybody here can easily N.C.(G5) 
understand” *Gtr. 1 (elec. w/dist.) 
т i 
= 1 


opt 


8-5—2— 39 5 1 
3 Pad 81 31 

Bass F. u e cumin 
3 2 3 2 i 


3 2 3 
14 | FP a0 ol Peo 
“doubled HLH HETE 


5 is ТЫ 3 fos === — ng? Ёв ЁЁ ТЫ | 
РГЕН eee EEE ERH PHP Pl GS eter oe LH 


1st Verse (0:28/2nd Verse cont. (1:52) 


(1) whatdo you see The cult of personality | know your anger 
» Іт te 
(2) smiling faceon your Т ү oh lm the cult of personality | exploit 
| P oh I'm he 


(G5) BbS F5 (G5) 
Gtr. 2 plays Rhy. Fill 1 (see below) 


9 2 3 2 { 3 2 3 == 
3 5 31 P 3 etis 3 5 3 
зел Bg ei he cs ae РЕТИ 
3 


ЕЕЕ ae 


Rhy. Fill 1 (0:28, 1:47, 3:56) 
Gtr. 2 (elec. w/dist.) 
Gsus2 


ШЫ 
EELE] 
So 
Ey 
HI 
F 
1 


T 3 


COPYRIGHT © 1988 SONY/ATV MUSIC PUBLISHING LLC, DARE TO DREAM 

MUSIC, DARKOLOGY MUSIC, TEENAGE DOG MUSIC AND MUZZ SKILLINGS DESIGNEE. 
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“CULT OF PERSONALITY” 


Jisa. 113. 
| know your dreams 
es everything youwant to be cult of personality Like Mussolini and Kennedy 
ic Still you love 
tell you one and one makes three cult of personality Like Joseph Stalin and Gandhi 
B5 C5 (G5) 
12 
3——2— 3 == | 3——2 3 2 i | 3 2 3 zzi | 
stp se з П Fs um at? 
وو وو‎ H | 3——2——3——2 | ووو‎ | 
ЕЕЕ ЕЕН 
Шен Ы. کل‎ 


'т the cult of personality the cult of personality the ай of personality 
oh I'm the cult of personality the cult of personality the cult of personality 
Bb5 F5 (G5) Bb5 C5 
16 
3——2——3——2 i H 


— == 


Hë 


i 
| 


| 
i 


сга 


2 © 
3 з 
5 
3 3 
= 


ڪڪ 
HB‏ 


[C] Choruses (1:15, 2:39) 


مو .2 3 
—5 | 5 5 
3 3 


a) Neon lights Nobel Prize Whena mirror ^ speaks the reflection lies 
(2) Neon lights Nobel Prize When a leader Speaks that leader dies 
Bb F с а D A/D F с 
Gtr. 1 
Rhy. Fig. 1 end Rhy. Fig. 1 
22 let ring throughout war 
15° 18-13 13: 13—12-|ї2гү—131 10 10 10|-10* 8 
45: 14414 14 12 124112 imm 1 9 [-10: 9 
15 15-115/-15 14 12-12-12 | 12: ІЗ 10: 10 
ы? LT 8H LH T P 
Bass (Ist Chorus) 
1 1 ووو‎ af 5— [—$-19-9——5 3—{3} Es 
3 pe 77: m 
É | Í—8—1—314-914 $—1(3)—3—3-3-5] 5 1 1 | | 
لا‎ ыы L JL i Е L | Ci 
Bass (2nd Chorus) 
LA 1 = 353—3 
1 1 121-37—23—7—5 3-41-5 5-(5)-5 5 3—3 51-5 
4 | —@—1—1-э- 1 4—8)—3—3-5 19$ 1 1 ә) ПЕ 
Li U = L 3LT LJ LEE | Ed | E c 
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2nd Chorus, skip ahead to [F ] 


You won't have to follow me Only you can 

You wont have to follow me Only you can 

Bb F с в D A/D 

26 f piba w/bar 

RASA — 
17 9 

15% 13-11 13--1 121-13-12 10 10* 

152 14-11411616) 12 12 ——* 11 9 

15 15—15 14 12 12 11 1 

| / ст ў 


2-5 7 
um re 9-2 CH В” БЕ $3 == 5 ЕЕ mm a ET EEN 
وو‎ 9 
2-5 5 
- Fev 1 се > B 53-5 5 | | р 


1st Guitar Solo (1:36) 

set me free [D] k RESO н) 

Р с (G5) 

Gtr. 2 plays Fill 1 (see next page) Gtr. 1 plays Riff A twice (see bar 1) 
Gtr. 2 


BON o 1 1 1 ГА wibar. --- 
+ n 
f (18.——15——151515—] ~~ 15 —— = fX t 1 — 
[1715 18(18) 1815181518151715 151815 > 
17^ 0715 1725171 firj qe 
| | | 
== = 
3 3 
Play Bass Fig. 1 twice (see bar 3) 
3 2 3 2 85 2—2 
1 1 3 + 3 5 3-0 3 5 3—0 i 3-1 3 
a у] EL LOB EL E = шаа 
[Е] 2nd Verse (1:47) go back to [B] 2nd Verse cont. 
| sell the things you need to be 'т the 
N.C.(G5) 
2 2 2 r 
1 m tar Gtr. 2 plays Rhy. Fill 1 (see Ist page) 
Gtr. 1 
18)-18(18)(18)18)18 08) = 
* 
T مو‎ se E | 
314-3 3 
Bass plays Bass Fig. 2 (see bar 8) 
Е | (2:57) 
set you free 
F с 1 
36 
Gtr. 2 Е: = . 
- | - 18 18-15—1518151715 1518151715 151815) 
E H oct IST fret 
grad. dive 
Gtr. 1 
10 
10- 
10 | 
Bass 
P 
4 3 3 3 3 
| 
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“CULT OF PERSONALITY” 


[С] 2nd Guitar Solo (504) 
N.C.(G5) 

Gtr.2 

39 


1715 4518151715——15 
ario rum) 
71517. 715 


= 2 3 2 = 2 3 2—2 == 
3-0 = === з 5—50 3 85 —o- 


w/bar 


3 


Bass Ғіҙ.3....-.--------------«е«е«--..-... 


| % 
еде zz | = 


== 3 مو 9 


=== 3 € a 


43 — 
ra A 
- 
| 3—577* m 
3 3 
3 2—2 3— 
3 | f 3—0—0—3 сли 
== 
45 w/bar 
401142 
101 


2——101213-— 2———0 


Fill 1 (1:34) 
Gtr. 2 
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D AD F с 
ij. a a ""—XÁ————————Ó———M— QR IER í 
diss grad, release p 4 | 2 
“Ih BU 1 So 
و سے و سے و‎ €——————" 
14° (14 ý @т—14 14-49-416:405126-4-12 (2)--15:12--15:12 15 12-02 1512* 
| 
3 3 Cg S34 8а 
| = T7 Е 2-3-2 
7. za} 7 53-3 
s : é i= J eres memes rem = £ BH 5-3 


1 1 


s 777% 


— — (811 As 5-18-15 


— 
18-1518191619: 61515 715 6] Dieppe 17-15-0-0-15-1815------------- —————————15-18151715] 


Ë = = 151717- È | ji 


— ia 


im 0 


р AD б 
1 1 1 „ M Ah 
= = i == = 
1517747171517 47 1717—15 15-17:-15 15-17:-15-177-15 
t 47-1 7 |= 
LES 
9 وسو‎ 
7 0 0 
5 { | 3 3 8 8— 
М.С.(05) 
Gu 2 ; m N.H. 


Bass plays Bass Fig. 3 (see bar 41) 3 pitch: B 


You gave me fortune 


wide vib. w/bar 


ge td 
8 (8, —— 
; | | 7--10-7-10-7-10-7-10-7-10-7-10-7: ж ди 
3 3 3 3 3 3 3 
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[н] 3rd Verse (3:56) 


“CULT OF PERSONALITY” 


You gave те fame You gave me 
power in your God's name I'm every person 
you need to be Oh 
(95) 
Gtr. 2 plays Rhy. Fill 1 (see Ist page) 
Gtr. 1 
59 (play 3 times) 
0 3 2 3 2 i g 
5 = 


Bass plays Bass Fig. 2 three times (see bar 8) 


I'm the cult of personality 
«(т the cult of) ("т ће 
@) Іт the cult of Іт the cult of Іт the cult of I'm the cult of Іт the cult of Іт the cult of 
j HM the cult (I'm the 
В›5 Е5 (G5) В›5 C5 
3 3 2 3 2 i | 
3 3-]— 5 لواو‎ 9 
=== LIE E 
8 5 2 3 $ 2 £ 
] 
3 3 3 3 Ë 
Ш Outro (4:37) 
w/double-time feel 
(1) cult of) 
оҳ I'm the cultof Im the cult of personality "Ask not what your country can do for you" 
"сий of) 
(05) N.C.(G5) 
64 
= 
1 2 
3---2---3---22 8 5-3 
E 5 5 d 5 sa 
atte 3-4-3 3 | 
طا‎ =< 
2 
t E H - Пешта рыр дотта 
3-H-31—314-3-00 3 3 


ps, check out 
Id.com/store. 


"The only thing we have 
to fear is fear itself...” 


(Fsus2#4) 
68 . 
3— a ووو و وو‎ 3— s وو‎ EZ 2595455 54 533 fas 
5 5 54-І 5 3-2 5 5 4 - 
ЕЕ КЕШ ШЫ E HH 
2 5-4 2 2 5-4 5-4 5-4—— 
ss et sss at setts HE att oes at Г? ] 
sts зз j 2 3 3-1-7 $ 3-1 


ЕБ 
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As heard on ITHYPHALLIC (NUCLEAR BLAST) 
Words and Music by Karl Sanders and George Kollias * Transcribed by Jeff Perrin 


Guitars аге іп drop-D tuning down two and one half steps (low to high, A E A D Ft B). 


Bass tuning (low to high): A E A D. 
All music sounds in the key of D minor, two and one half steps lower than written. 


G5 Ab5 Bb5 Cb5 Abm Gm Ab5 G5 F5 
TM Фен es Фоп «ы ик in ote eT or er ete 
4 H HHH SEEEN F m М Е x t 
ПШ IT 11 E ж ШЕЕ ШЕЕ 
га A 
СЬ5 Bb5 D5 Gb5 
Тізені! ттік pru Fierro Terri ote Tisi 
Hise 11134 11134 11134 134 Ha 
A] Intro (0:00) B] (0:01, 2:36) 
Very Fast 2 =312 
G5 05  Cb5 Ab5 А5 
Ab5 Bb5 Bb5 Bb5 N.C.(G) 
Gtr, 2 (elec. w/dist.) 
1 PM — à u LUPIS E е 
s= - *10-201917 — - 201917. —  — — — 192019192022201719201917-|10- 
AE 8 T +21 1817 18211817 211817 18211817 Ts 
-B— —5-6-5—8-9-8—6-8-6 21 16 17 - = +} = 
—5-6—5—8-9—8—6-8-6—— اا -1718-211817 2118- للا ا‎ шш шш 
ج دک د للبلا‎ LLL LLL LL ÉL 
Gtr, 1 (elec. w/dist.) 
PM ыйа ке 5 
9-6-5 - 
1 | 9-6-5-6-9-6-5 
Bass == 
— 5 == 
9-6-5 m 
LP —9-6-5-6-9-6-5—- 


B 8 565 898 6-8-6 
= J =! 


4th time, skip ahead to [J т" "m 
AbS Bb5 Bb5 Bb5 
4 و‎ AES a EN ЕЕРЕЕ РЕВИР " 
-10—20-1917 — - — 20-19-17 B 
8 21-18-17-18-21-18-17 = 21-18-17-18-21-18-17 ج‎ 
21-18-17 5—6—5 8-9-8 6-8-6 
н - |—8—6—5 —8—8— —6—8-—6——A—— 


H 21-18-17-18-21-18-17 5. T 8. 
EPP} H EY ы ы ы ЫЛ EER er ui 


= ы ы 
40 87 
8 8--7-5 

]— کے کس 
EO 8—7—5‏ 


С) (0:17, 1:32) 


Slower 2) = 270 


N.c.(Gm) 
Gtr. 1 
6 u-——Á— A BH. Miine + (repeat previous bar) 
5 - > 
8 
8— — 6— —5-— — 3 — —5— e s 6 I - 
pitch: D D 
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“PAPYRUS CONTAINING THE SPELL...” 


D| Ist and 3rd Verses (0:19, 1:35) 
1. Amun Lord of the gods Thou who ай of the 
Thou standest upon the spine of the 
То thine sides are the Dog Headed apes The transformed the 
2. Thou whomthe thirty - seven gods didst make whom the 
Thou who wast fettered with links of iron in the 
Be driven back thou 
(Gm) Abm (Gm) 
Gtr, 2 (top notes) slight P.H. 
Rhy. Fig. 1 Gir. 2 
8 РН ВМ. аггы а. OAM а 2 P7; TERN а РН. РМ...... Gtr. 2 RE E e 4 PH BM... ۹ 
š == 
2—13—11—10—8—10—11—13—11—10—8—|9-13—11—10—8—10—11—13—11—10—8—Х—14 13-11-10--8--10-11-13-11-10-8-9 
8--6--5--3--5--6-8--6--5--3 8--6--5--3--5--6--8--6--5--3-6 8—6—5— 3— 5—6— 8— 6—5—3 
= لا لا‎ LL = ы ы —— | ы ы ы LE 
Gir. 1 (bottom notes) Gtr. 1 Gir. 1 
Bass 
Bass Fig. 1 
4 5 9 
865-356 8 653 18 g 6 5 3 5 68 6 5 36 8 556 53 5 68 6 5318 
= ы. ы للل‎ ы ы ы ЕЕ | 
E 1st and 2nd Pre-choruses (0:37, 1:52) 3rd time, skip ahead to [Y] 3rd Pre-chorus 
Four Rams Heads uponthy neck Drive away fromme the Lionsof the Wastes The crocodiles which come forth from the river The 
Crocodile Fiends Biter of Poisonous Reptiles which crawl forth from their holes 
spirits of the Dawn 
Serpent of Ra didst put in chains 
presence of Ва 
Spawn of Set 
Abm Gm N.C. 
(play 3 times) 
11_^рнрм......- x P.H.P.M. -, end Rhy. Fig. 1 1 — —— ÁN " (disregard repeat on 2nd Pre-chorus) 


>< 


| 


(play 3 times) 
end Bass Fig. 1 


ED 11-9-11:12:11-9-11-9-8-6-8-9-11-9-8-6 
12:11-9-1112:11-9-11-9-8-6-8-9-11-9-8-6 


(disregard repeat оп 2nd Pre-chorus) 


2 11-9-11:12:11-9-11-9--8-6-8--9-11-9-8-<6. 


BERERE 


8—6—5—3—5—6—8—6—5—3—6—6-6—5-5-5 š ы 


—— 
Е | 2nd Verse (0:44) 
Be driven back Crocodile thou spawn 
Move not by means of thy tail Worl 
Open not thy mouth Let the water 
(Gm) Abm (Gm) 
Gtr. 2 plays Rhy. Fig. 1 three times (see bar 8) 
Gtr, 1 
14 Ж s EEEE аі РН.РМ.....- " РН Муаззин £ PE ЖМ... 3 HABI s.s adiac а РН.РМ.-.... si 
[3 š = 
8—6—5—3—5—6—8—6—5—3 күш a т. 8—6—5—3—5—6—8—6—5—3: 
لا إلا == لا‎ 
Bass plays Bass Fig. 1 three times (see bar 8) 
С | (1:02) 
of Set Faster 9) = 340 
not thy feet and legs 
which is before thee turn into a consuming (1.) fire 
(5)1 posess 
(6.) the 
(7.) spell 
өші Авт Gm N.C.(Gm) 

17 БЕ ОБ осто отасы зышсте ЫЫ Ж, ОСТ " (play 3 times) Gtr. 2 (play 7 times) 
9 16-16-56 15—15—15 —]}* 5 15—13— 12101213 1513 —12 —10-- 
8 13—13—13 12-12-2-- H i 

11-11-11 10--10--10 13--11--10--8--10--11--13--11--10--8. 
8--6-5 6--8--6--5-5---- I | - 
by Ыы ы للل‎ = = | = ы Ey LLL 
Gtr. 1 
Bass (play 3 times) (play 7 times) 
#—— 4 2 —— Henon 
= — ы Li = | = LL LL 
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Н | Chorus (1:08, 1:59) 
Slower 4 = 156 (w/half-time feel) 


Preserve me from 
AbS Ab5 Ab5 
A5 G5 Bb5 G5 F5 05 Bb5 G A5 G5 СЬ5 Bb5 F5 А5 G5 Bb5 G5 
Gtr. 3 plays Riff A third time (see bar 27) 
биз. 1 and 2 
Rhy. Fig. 2 
19 + P.M. , P.M. p. wg P.M. + 
9- 8- 6 8 9 8 12 11 11 11) 6 9. 8 
8 1 5 7 8 1 11 10 10—10 5 8 7 
6 5 8--6-5 3 5 8—6—5 6 5 9 8 8 8 3 6 5 8—6—5 
6. 5 8—6—5. 3 5 8—6—5 6 5 9. 8 8 81--43 6 5. 8—6—5 
6 5 8—6—5 3 5 8—6—5 6 5 9 8 8 8 3 6 5 8—6—5 
| І Li | | Id | І I | | к, І I ud d 
*Notes on string (2) played by Gtr. 2 only throughout. 
Bass 
6 5 8—6—5 3 5 8—6—5 5-6 5 9 8 (9—19 G 6 5 8—6—5 
| І i5 3] i І EL | І | І hia | | ET 
3rd time, go back to [В 
he who is in the — water шаа лі Preserve me 
Ab5 Ab5 Ab5 
F5 G5 Bb5 65 AbS G5  Cb5 Bb5 D5 Db5 Eb5 05 Bb5 G5 C5 05  Bb5 G5 
Gtrs. 1 and 2 repeat Rhy. Fig. 2 (see bar 19) 
Gtr. 3 (elec, w/dist.) 
24 кй end Rhy. Fig. 2. RiffA „лл PM. P тәй 
——s——8 9 8 12—11 —}}41\ 415 15 14 16——15 13——15 
5 7 8 7 11 10 10|—414——14—— 13 15——14 12——14 
3 5 8—6—5 6 5 9 8 8 12--12---1 13——12 8--6-5 10---12 8—6—5 
3 5 8—6—5 6 5 9 8 8 12 ——12 —11 8—6—5 8--6-5 
3 5 8—6—5 6 5 9 8 8 12 ——12 —11 8—6—5 8—6—5 
l l СІ І | I l І | І | шш! LJ 
3 5 8—6—5 56 5 9 8. (8--42--72--и 6 5 8--6-5 3 5 8—6—5 
[| [| [| [| І І [| | | | [| [| LE | І 
Ist time, go back to [C 
, Е 2nd time, go back то [B] Chorus 
from he who is in the water 
Ab5 Ab5 
EbS 05  Gb5 F5 C5 Eb5 05 Bb5 G5 C5 05 В5 05 Eb5 05  Gb5 F5 D5 Db5 
29 I fe 2708 ^^^ PM. Sek end RiffA 
—16——15—19——18——18\—/ 189—713: 16-15 13—15 16—15—^419— 18 18—15 —15—14 
15—14—418 —17 17-17-12) 15—14 12—14 15—14—4 18 —17 17|-414--14--13 
13--12--16--15 15/—\15/—\10/ 13—12 10—12 13 —12—416 —15 18-212--12--11 
12--12--11 
І | | 
9 в 8|—(8] —(3 9 8 8)—12—12—11 
КМ AF EHEOSTTÁOBEERR N ЛТ Т E 
І | 3rd Pre-chorus (1:56) go back to [B] 2nd Chorus 
Gtr.2 Biter of Poisonous Reptiles which crawl forth from their holes 
35 EN hen fs tinine aa e E baat hê wine inna a aaa SSE tS ASS eine hen 


ше; w-ucu HowCHCOROROEOUCSOM --12--14--12--11--9--4-18--17--15--17--18--17--15--17--15--14--12--14--15--17--15--14--12. 
15—14—12—14—15—14—12—14—12—11—9—11—12—14—12—11 —9——-18—17 —15—17 —18—17 —15—17 —15—14—12—14—15—17 —15—14— 12 
——— ليلل‎ ———— =  ZjHa— s= FV 


Gtr. 1 
Bass 


Fe a сш шй aa a La E aa aa a e a I e Ші La La a сш ыш) ле Шен тз ишы £ 


M] —————— ES سے‎ SS س س‎ . 
(2:50) 
J еш) AbS Cb5 Bb5 
: G5 05 Bb5 Bb5  AbS A5 G5 
37 Gtr.2 т ERREICHTE u > 
20-19-17 £ £ 
1——1— 21 -18—17 —18—21—18—17 
5-65 8—9—8 6—8—6 5 
5—6. 8-8 6 6 5 
El =. [| І 
Gtr. 1 "ОН nk лды ааа ERA J T 
[—115—7—5 £ % = 
8 9—6—5—6—9—6—5 & 
5—6—5 8—9—8 6-8-6 5 
5—6—5 8-9-8 6 6 5 
=— = = = | 
Bass 
8—7—5 = 
u 9—6—5——6—9—6—5 r. t | 
5—6—5 8—9—8 6-8-6 %-5 
=L = ы LLLI = = = І 
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As heard on MOVE IT ON OVER (ROUND 
Words and Music by Ellas McDaniel * Transcribed by Jeff Perrin 


ER) 


E A E D E7 
um Ша Y Err tr оп Т. 
231 333 3211 3211 32 
AJ Intro (0:00) қ 
Fast Swing Feel J=2200 (]-,% 
E A E 
Gtr. 1 (elec. w/slight overdrive) 
w/thumbpick and fingerpick on first finger 
Rhy. Fig. 1 end Rhy. Fig. 1 
1 > PM. > x Р.М. > т P.M. > PM. > P.M. > > *cont. 
һы 2 0 
A *—1 y 1 2—2 1 
ГА 2. 2 2—2 2—2 2 2---2--2 2 2—2—2 2—2 2 
tB— 2 2 2--2 2 2 2 
0 0 ) o 0—1——0 0 0 -0 0 0 0 0—0 
5 Gtrs. 1 and 2* PM. PM. PM PM. PM PM. 
0—0) 
: 1 t % 1 
2: 2—-2/—2—2 2—2 2 2--2 0--2--2--2 2 0 2 2 
à: р | 2 0 2 E TE 0 i6 023 $ 02 
*Gtr. 2 (elec. w/slight overdrive) doubles 
Gtr. 1 simile throughout 
Bass 
BOSS RR cs sco ert Sou ata teens биен анаар MERE M a A А 
> > > (repeat previous two bars) 
7 gra 
0—— ——0—0 0--0 0--0 0 — = 
р | р | For more bass tips, check out 
walked 
A E 
9 Gus. Land2 PM. PM let FIRES à рм... 
= 2—2: 0 
Qc 1—311——2 1 
2 0—2—2—2 2 X 2 2— 2 2)-2 2—]-2/—2—2 2—2 2 
2 2 2- 2 -2—1-2 2—2 2 
0 0 o 0 0 0 °—{ ) 1—0 0— 
Bass plays Bass Fig. 1 simile continous until [E] 1st Guitar Solo 
(see bar 3) 
В | 154 Verse (0:13) 
forty-seven miles of barbed wire got a cobra snake ога necktie А 
brand new chimney baby put on top and it's made out of human skull 
13 P.M. Р.М Р.М. 
—4 sy s û 1 
2—2 2 2 2 2 2 x 2—2 2 
وة‎ 2-5 25-90-55: 20012 
brandnew house ир оп the roadside and it's- a made out of rattlesnake hide Got a 
Come on take a little walk with me baby and tell me who do you love 
17 PM. м. м. М. М. А М. 
PM PM. n PM PM. ò geg RM 
=== 
2 2 22 2 2-2 2 2 2—1—3—3 2—2 2 2- 
2 2—2 2---2--2 2--2 2 2 2 
(С) 1956 (RENEWED) ARC MUSIC CORP. (BMI). 
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“WHO DO YOU LOVE?” 


С | 15 Chorus (031) 
Е А Е Who do you love 
21 ot ж o — " P.M. 
Е + =: = 
2: Z77 74 2 2—2 2—1—3 2—2 2—2 
5: o—o 16 0 52—10 б $—9—o 
| بلا ا‎ Ei LN WE Ear i 
*repeat previous chord 
Dj2nd Verse (0:37) 
n E Now around the town | use a rattlesnake whip 
25. P.M. Р.М... P.M. P.M. P.M. 
9 1 235 9—9 
2 $3—/—2—3 1 $$ 2—2 2 2 2 2 2 
= { аа و‎ Шаа و ج‎ 
I Е Ит 4 CLIE е ы ае а КЕ 1 
Е | 2nd Chorus (0:42) 
Takeit easy baby don’tyou give me no lip Who do you love 
Who do you love 
Rhy. Fill 1. ` 
29 P.M. P.M. P.M. P.M. P.M. P.M. P.M. 
t 2 1 ل1‎ 
75 2 2 2: 2 2. 2 2 2 وو‎ 2 2 2— 
2—2—2 2. 2—2—2 2 2—2 2. 2. 
0 0 0—41——0—4]L——0 0— 0--0--1-0--0 0 0 
اللا‎ сілі ا ”ا لال اماع‎ I Ll 
I've got a 
33 A E P.M. Р.М. 
° i a z 
2 LFA N83 2 хх 2 5--2--2--2 2—2 2 2 
2 2 2 2 2 2-—2— 2—2 
0 0. 0. 0 0. 0 0 6 £ 6 
I E E | 221-771 LL LI oh [MIN IE «іші | 
Е |Зга Verse (0:53) С |Зга Chorus (0:57) 
tombstone hand and graveyard mind Im Who do you love 
just twenty-two and | don't mind dying who do you love 
who do you love 
37 PM. PM. PM. РМ PM. PM. 
3 + ШЕ 7 T i 
: 2 2 2 2 2 2 AR 2: 2—2—2 2—2 2 2 
ee Бышык == === = = 
Li 1 Lg ж шырыс ge 24 | ud С LII لا | ا‎ 
Yeah 
Aw 
A ¿ A Ë 
(play 3 times) 
41 š P.M. P.M. P.M. s 
0: == == 2—2 0 2 0 
1: f 2—2 1 2 2—2 1-1 
2: Z77 2-2 2 = == 2—J 2—2 2 0 
2: 2-2 2-(2 2- 0 
0 0-65-10 0--6-(0 0 0 t 
| (Даши LJ Cr | E LLLA ОЦ ESE ИН 
H| 1st Guitar Solo (1:13, 2:18) 
E D E E 
Gtr. 2 plays Rhy. Fig. 1 simile (see bar 1) (trem. pick string while sliding fret hand down neck) 
4g бт! (doubled) __ 2 2 
12-412 
7712 12—12 12-8 12--10—]-10—19—10 10—12 0--0--0 
|5213 13 —13-\13/-13 1811 111111 1118—60 0—0—0 
- 0--0--0 
45 (з) 0—0—0 
= LJ لا‎ i ей LI 
Bass 
Bass Fig. 2 end Bass Fig. 2 
> > > > > > > 
“9 00-9 — 19) P {ш é Lg 0—0—(0) 0 —0 0--0 —= 
sus гй Бе 11 pro? لأا‎ 
(2nd time) skip ahead to|M] 5th Verse 
4. Now 
5. Yeah | got a tombstone 
49 Gt. Land 2 А Е PM. pm ÔÊ E PM. 
0 == d= 2 0 9-0 
1 7t7) 2 1 0--0 Ен 2 
2 z Рр Д5 Z A 0—0. 2—@—2— 2—2 2 2 
0 0 0 o 0. o— 
| L E I i! 


Bass plays Bass Fig. 1 (see bar 5) 


І КЕН ДЕЙІН 2 
Bass plays Bass Fig. 1 (see bar 5) 
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“WHO DO YOU LOVE?” 


The Pedals 


Make The Tone 
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I | ath Verse (1:29) (ао р RA 
i serine: 
Arlene tooka те by my hand She said Lonesome | George уои don't understand SEIN 
night was dark and the sky was blue Down the alley way a house wagon flew 
Hit a bump and somebody screamed You should've heard just-a what I've seen 
53 РМ... 3 P.M. PM аьа е Р.М. Р.М. Р.М. Р.М... 
| : 2—1—3 2 2— 2 2—t 2 2 2 Ë 
0—0—0 }—0: 0 0 o—o—o 0 0 0— 0 0-0 
ту | И ге бла = бұй; Lg, ux gt ЖЕ لاا اال‎ 
Bass plays Bass Fig. 1 simile (see bar5) continously until [L] 2nd Guitar Solo 
1. (go back to[Y 1 
Wh TI 
0 do you love A E Ñ E he 
57 РМ... š рм. ; 
= ? 7 و‎ : 
2—'—2 = 2—2 2—3 2—2 LT 2 2 2 2- 
0 0 j—0 0—} o0—;—o—+ 0 0 
| E Y d Ei poc 71 :الا‎ ы С 
2, 142; 
Kj4th Chorus (1:46) 
Who do you love Who do you love 
who do you love 
who do youlove 
61 PM...., P.M. PM...., РМ.----- 5 
0 Ps 
sx - 1 1 1 
2-72 2 0—(0) o " 2—!—3 2 2 2-15 y AN AW Aw A А 
0 0 $ ma í 0--0-0 2-0-19-0-0 5 0 б 
І Cas С Шы EFSF II | لا‎ | LI LJ 
[3. L| 2nd Guitar Solo (2:02) 
Yeah Gtr, 2 plays first two bars of Rhy. Fig. 1 three times simile 
Ah Gtr, 1 (doubled) 
66 , A E E7 let ring. а 
== = 0 0-9 
ee теті 
712—8 2 s 2° 12: 2 tg} 2-2 2 77707-71 
б 0. 0 0 
LJ р | لال الال ا لتا‎ 
Bass plays Bass Fig. 2 w/ad lib variation (see bar 45) 
N.C.(E) Gtr. 1 plays Rhy. Fig. 1 
71 let ring... E m let ring... (see bar I) __ 

0 0 0 0—(0) 0 0 ‘0—(0)—0 p 0-4-0 0—0 0—0-1-01—0—0 
3—5—5—3—5 3—5 3-5 5 5 3--0--(0)-0 05-01 => 0 0--0--0/-0--0 
PSS Бе! LEE 4 V V ااا‎ ЛЕ ЫП 

Bass repeats Bass Fig. Í five times simile (see bar 5) 
—M go back to [H] Ist Guitar Solo 
76 PM. РМ PM. P.M. P.M. P.M. 
2—0 = =} = 1 7 D 
2—2—(2)—;—9—1(0— 0 £0: £0: 2: ІН 2 2-72 2. 2-2 2 2: 
+ | 0 0. 0 0 0 0 0 0 0- 
CEG ا‎ LII CL لا | الا الا‎ 
M| 5th Verse (2:34) 
hand a graveyard mind dust 
twenty-two baby! don't mind dying Snake- 
skin shoes baby put ‘em on your feet Got the 
good time music and the Bo Diddley beat Yeah 
биз. 1 and 2 A E (play 4 times) 
81 P.M. P.M. P.M. PM. РМ P.M. PM. А PM. 
2 
t Рл ж 1 a 1 2 1 2 
2 2. 2 2 2 2 2—12 2: 2 2 2--2 2 2- 
б 0- oe туни 2—0 0 ó 0 82—102 б 0 
| Са ل للا ل للا اللا‎ | E LL cd | ل‎ 
Bass plays Bass Fig. 1 simile (see bar 5) continuously until [G] 3rd Guitar Solo 
М| 5th Chorus (2:52) 
who do you love Whoa 
who do you love | walked 
85 PM... ж P.M...----5 P.M. P.M. P.M. A E P.M. 
2—2 0 D 
^ ^ 1 3—1—1—1 1--2-2 1 
2 2 2 2 2 2 2 2--2--2--1-2--2-% 2 2-4 
0 0 0--0---0 0 0 б о— = 2—8—8—1-8 0 
І CH pL" а = | I L1 LLL qd id 
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SBOSS ^WHO DO YOU LOVE?" 
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Oj6th Verse (301) 


forty-seven miles оѓ barbed wire | got a cobra snake for a neck tie 

Brandnew house up on the roadside and its a made out of rattlesnake hide Got a 
brand new chimney mama put on top and it's a made out of human skull 

Come on take a little walk with me child Tell me who do you love 


Gtrs. 1 and 2 substitute Rhy. Fill 1 first, 
second and fourth times (see bar 31) 


89 PM. с a еы š P.M. P.M. Ç P.M. 46 (play 4 times) 
z E a 13] a o= 
" 2—1—2 2—1—3 2 2-4- 2 z - 
0 0- o—o—lo 0 0 г) 0 0 0 
І ii E= === Дл ү c V d ce DR Ue | 
Pj6th Chorus (3:19) 
Yeah who do you love Who do youlove 
A E 
93 P.M. PM...., РМ..--- a P.M. P.M. 
0+ ==. وود‎ 0 3 
1: 2-2 1 2-4 2--0-0 D “ 
2: еее 2 — 3 2 272 : 2——2 
0- oko 0 0-0-10 0 0 )-0 
| 4 LJ Lj ! Li LX LLL І L] 4 
[Q] 3rd Guitar Solo (3:30) 
ioa Gir. 2 plays Rhy. Fig. 1 simile (see bar 1) 
Gir. 1 (doubled) 

98 0— —0 4---4-(0-4-4-4 5-5---4-4-4-4 
2% 9 əң Б -2-% 9-0-0 5 5 5 5]5 5 5 5 5 5 5 5 | 
5—2. 2 BE РА Cof 4755 

0 0 
لا‎ | LILILI LC EL ELI LI Жа БЕН БИГ urn 
Bass plays Bass Fig. 2 simile (see bar 45). 
A Е Gir. 2 plays last two bars of Rhy. Fig. 1 twice (see bar 1) 
103 Z7 ER à P.M. 
$—5—85—5--5]-4—4—4—1-4—4—5—5—4 4 [-5—5—5—5-(-5]-5—5—5—1-5—5—5—5—4—0 
[Жш Шш шш де ЭШ иш эш шш аш эш эш шш. [ЖЕ эш ш жш иш ша ие и иш эш эшш иш иш эш эш эш) 5 
0 |2 
ш 
Ltt} LLL LLL لا‎ l 
Bass plays Bas. ге simile (see bar 5) 
Gir. 2 plays Rhy. Fig. 1 simile (see bar 1) Gtr. 2 plays first two bars of Rhy. Fig. 1 (see bar 1) 
E D E N.C.(E) 
108 iA (play repeat first time only) 
———2—2 9—0—0-—]L.—12-12-12-12 128-339 0—10-10-10-10^12-12-12— 
1-2—2 1—1—9—]L-—413-13-13-13 43 -13-13-11—-11-11-11-11-11713-13-13 
215—2 2—2—0—H- : 0—0 
2 15 7) 0-0 
50. 15, 7, 0—0—0—0- 
=) йй ра peg ES E ER нед н аа tes: ж LoL ДЫ) 
plays Bass Fig. 1 simile continuous until bar 120 (see bar 5) 
Ist time, 
go back to bar 109 |R| Outro (3:56) 
E A E (on repeat) Who Чо you love 
113 Gus. 1 and 2 PM..... 4 P.M. P.M. . 
1 i ТЕГЕСЕ 
2 LLL 2--2--2 — 2—1—2 2— 2-2 
0 0—0 0 0 o—o—lo 0 0 0—0: 
| Кы E ы кы І кы LL! ê La E T) 
Oh - ooh 
117 A E PM. К рм, А E 
2—2 = 2—2 0 
* 2—2. 1 + 2-2 1 
2 2 2-2 2-2 2 2- 2 2—5 2—5 2 2— 
0 0 )—0 ) : 0 0—o—o Е--0--0-0 0 
| ci V d V (i БАД ci ue | LX = Ea 
A E 

121 Сиз. 1 and2 P.M. P.M. CN = aks E 

= E ІН WD 23 13 ү 

— / 777 7 Z 2—2. 2 212 ғ HL 2 21-2 

3 0 $ 5 o— L6 a бе 
| = C | | E E Y =l 
Bass т 
> > > > > > > > > Ж 
* 9. 0—0 0 py ° ? 3 o+ Б 0—0 5 0 (0)-0-0 © | 
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AMERICAN BEAUT 


PRS Starla solidbody electric guitar 


@ BY CHRIS GILL 


AUL REED SMITH has been 
on one heck of a roll lately, 
In addition to producing the 


s of his career, he recently 
expanded his company’s offerings 
with the introduction of new lines of 
amplifiers and acoustic guitars, both 
of which have received rave reviews. 
Equally impressive is the ongoing, and 
recently accelerated, growth of the 
company’s electric guitar line, which 
now boasts 21 different solidbody 
models alone (and that number doesn’t 
include PRS Signature, SE and Special 
Edition models). 

What could possibly be the inspira- 
tion for PRS Guitars’ recent prolific 
output? Judging from the names of 
two of the company’s newest guitar 
models—the Mira and the Starla—my 
guess is some sort of feminine muse. I 
have no idea who the mysterious Mira 
and Starla may be, but their namesake 
guitars have influenced a fascinating 
direction for PRS, offering bold new 
tones, vintage-inspired styling and the 
lowest prices of any Maryland-made 
solidbodies in the PRS line (with the 
exception of the SE series). 

The Starla introduces a couple of 
firsts for a PRS guitar: a Bigsby vibrato 
tailpiece and a Tune-o-matic-style 
bridge. Its single-cutaway body shape 
is similar to that of a PRS SC, but the 
Starla features a solid mahogany body 
with the top edges carved to a contour 
that's halfway between a bevel and 
a German carve. The Starla’s styling 
takes cues from Gibson SG, Gretsch 
Corvette and perhaps even Epiphone 
Wilshire guitars, but the end result 
is as unique and distinct as any other 
model in the PRS line. 
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: comfortable to pl: 


FEATURES 

THE STARLA'S BODY is crafted from 
a single piece of exceptionally light 
mahogany. The glued-in set neck is 
also mahogany and has a small, angled 
heel that provides ample strength and 
stability without getting in the way as 
you play up the neck. Whereas the Mira 
features 24 frets, the Starla ha and 
а 24 1/2-inch scale (the same as a 1959 
Les Paul). PRS offers a choice of either 
dot or silhouette bird abalone inlays for 
the rosewood fingerboard and a wide 
variety of finish options that range from 
transparent vintage-style hues to bold 
colors and sparkling metal-flake glitz 

Designed by PRS for this guita 
the new Starla Treble and Starla Bass 
humbucking pickups have nickel- 
plated covers, Alnico magnets and 12 
exposed pole pieces. Controls on the 
Starla consist of master volume and 
tone knobs with a three-position blade- 
style pickup selector between them. 
The tone knob pulls up to engage the 
pickups’ coil-tap function. The Starle 
includes a stock Bigsby B5 vibrato 
tailpiece, but if Bigsby twang just ain't 
your thang PRS also offers the Starla 
Stoptail model. The tuners are PRS's 
own vintage-style models and feature 
exposed brass posts and small, cream- 
colored, tulip-shaped keys. 


PERFORMANCE 


MY FIRST GUITAR, which I still own, 


1 was a 1964 Gibson SG Standard. The 


Starla, although it has a distinctly 
different voice, feels almost identical 
to that guitar, from its feather-like 
weight to its exceptionally fast wide- 
fat neck. Even though the PRS § 
has a single-cutaway body, it’s easy 
all the way up the 
neck. The deep back contour makes the 


The Starla Treble and 
Bass pickups produce 
brighter, crisper tones 
than traditional 
humbuckers. 


le ACT 99 


444999 


guitar even more comfortable to play 
than the SG during marathon jams. 
The Bigsby В5 vibrato tailpiece is 
set up perfectly and absolutely refused 
to go out of tune even after deep dips 
of the bar and slight pitch increasing 


to engage the coil tap in the middle 
of a song. I'd prefer an individual tap 
switch like the mini toggle switch 
featured on the PRS Mira, but the 
pull-knob configuration preserves the 
Starla's sleek, elegant appe: 
The Starla Treble and Bass 


PLATINUM AW, 


PRS STARLA 


LIST PRICE: aren’t as dark and beefy sounding as 
MANUFACTURER: PF traditional full-sized humbucke 

itars, prsguitars.com Instead, they deliver a unique voice 
БАШ нати that’s like a hybrid of a Strat’s full, round 
FINGERBOARD: and punchy bass, an SG’ rtive but 

ewoodwithdotor : smooth mids, and a Gretsch Filtertron 
ptional bird ir or Rickenbacker pickup's sparkling 
d 1 treble, percussive attack and twang. 


Every note remains crisp and articulate, 


NECK: / 
The Bigsby Bs vibrato BRIDGE: even when you pile on excessive 
tailpiece and Grover wn i ER 
fline-o-matie bridge пе t! } amounts of gain, which also causes 
make their debut on a 4 layers of brilliant harmonic overtones 
PRS model guitar, 1 {айр ч уке, ео тарртойшсев 
PICKUPS: PRS Starla to emerge. The coi tap produces 
ble and E : outstanding single-coil tones that tame 
һити the mids and boost the highs slightly. 
TUNERS: The Starla’s expressive voice is best for 
CONTROLS} МЕД classic or roots rock, blues and even 


more aggressive forms of country. 


шір s de | THE BOTTOM LINE 


THE PRS STARLA isn't another sound- 
alike guitar but rather an instrument 
with its own signature voice and 
personality. It's a great addition to the 
collection of any studio guitarist looking 
for an instrument to complement classic 
Les Paul, Strat or Tele rhythm tones 
when laying down overdubs, and its 
unique lead voices could be the perfect 
solution for recording solos that cut 
through the mix without requiring 

ге EQ compensation. It's also a 
very versatile instrument for performers 
who want to venture into classic 
single-coil and humbucker territory 
without having to change guitars all 
night. The Starla's tone is so unique and 
recognizable that players in the future 
will probably refer to its sound much 

in the same way that guitarists refer to 


those of the classics. 
CONTROLS CAN BE HARD 
TO REACH 


GUITAR WORLD 149 


Pull up on the 
master tone 
knob to engage 
the coil-tap 
function. 


quivers. The controls are placed well 
out of the way, far enough that you 
have to do a bit of pinkie stretching 
to perform volume control tweaks or 
swells. The tone control is placed so 
far back that it’s nearly impossible 


DISTINCT VOICE; FUN 
BIGSBY VIBRATO; 
COMFORTABLE 


SOUBDOGEDSICKE: 


GN 


E 
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һе gear in review 


INTELLIGENT DESIGN 


DigiTech RP1000 Integrated Effect Switching System 


9 BY CHRIS GILL 


AMES BROWN MAY have been the 

hardest-working man in show 

business, but when it comes to 
effect processors it seems no one works 
harder than the engineers at DigiTech. 
Since 1984, DigiTech has introduced 
dozens of innovative new products, 
including the first affordable intelligent 
pitch shifter, the hugely influential 
Whammy Pedal and its incredibly cool 
line of Artist Series pedals. 

DigiTech debuted its RP Series line 
of floor-based processors in 1991 with 
the ЕРІ digital guitar preamp/effects 
processor. Since then the company 
has continually upgraded, improved 
and expanded the line. The RP1000 
Integrated Effect Switching System is 
DigiTech's newest top-of-the-line ad- 
dition, and while it may not actually be 
the one-thousandth model in the RP 
line, it does represent a significant leap 
in technology for the entire seri 


FEATURES 


S MANY GUITAR multieffect 
little dictators that 
give prio: own amp modeling 
and effects while treating your favorite 
amps and pedals like second-class 
itizens or outcasts, the RP1000 is 
designed to integrate and interface 


The Stomp Loop footswitch lets you engage or bypass a 
chain of external stomp boxes anytime you want. 


Footswitches 6 through 
10 control individual 
effects in Pedalboard 


mode, 
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seamlessly with your rig rather than 
dominate it. It has a staggering selection 
of 55 amp, 27 cabinet and 83 effect 
models, plus a Phrase Looper function 
that records loops up to 20 seconds long 
and features overdubbing capabilit 
An Amp Loop lets you bypass the 
internal amp and cabinet models to 
use an external amp or preamp in 

the RP1000’s signal path, while the 
Stomp Loop lets you integrate a chain 
of external effects in Pre or Post Amp 
ernal amps and ef 


bypass function is engaged. 
The RP1000 is encased in a 


y as most 
other professional controller units on 
the market. Preset Mode allows the 
controller's 10 numbered footswitches 
to load presets; Pedalboard Mode splits 
the footswitches so that 1 through 5 
select presets and 6 through 10 function 
as on/off switches for compr 
distortion, chorus, delay and reverb 
effects. 
assigned to turn any parameter and any 
effect on or off. In addition, the unit 
has separate footswitches for engaging 
the external Stomp Loop and inputting 
Tap Tempo settings. The footswitches 
and expression pedal are conveniently 

: located, while the parameter knobs 


sach button can also be 


The expression pedal delivers smooth wah and whammy 
effect action and can control any effect parameter. 


699.95 
MANUFACTURER: 
DigiTech, digitech.com 
MODELS: 55 amps, 

27 cabinets, 83 effects 
CONTROLS: Knobs 

for tone library, effect 
library, effect level, amp 
gain, amp level and 
master level knobs; 
switches for amp 

loop, edit up/down, 
Phrase Looper record/ 
play/overdub, Amp/ 
Cabinet Bypass mode, 
Pedalboard mode 

and store 
FOOTSWITCHES: 10 
preset selectors (6-10 
also function as effect 
on/off switches), Stomp 
Loop, tap tempo, up 
and down 

JACKS: v/a-Inch input, 
1/4-inch amp loop send 
and return (with ground 
lift switch), 1/4-inch 
Stomp Loop send and 
return, v/a-inch left and 
right output (with amp/ 
mixer level switch), 

XLR left and right 
output (with ground 
lift switch), 1/8-Inch 
headphone output, 
74-inch Looper Control, 
USB 

OTHER: Expression 
pedal 


and processor programming switches 
are kept out of harm's way in a deeply 
recessed cavity. 


PERFORMANCE 


WITH EACH NEW generation of the 

RP Series processors, DigiTech has 
improved the sound quality of its 

amp and effect models considerably, 
The RP1000’s amp, cabinet and ef- 
fect models are impressive for their 
scope alone, but the realism, detail 
and expr veness of each is truly 
staggering. These are DigiTech's best- 
sounding models by far, and they're 
worth a look (and inevitably budget- 
ing for an upgrade) if you've ever been 
a fan of the DigiTech sound. 

The Lexicon reverb models in 
particular deliver impr udio- 
quality sounds, wisely taking advantage 
of DigiTech and Lexicon's collective 
ownership by Harman Industries. The 
stomp box models sound so much like 
the originals that most guitarists may 
likely never use the RP1000's Stomp 
Loop unless they have some special box 
that they can't live without. 

‘The RP1000 is exceptionally easy 
to use and program. DigiTech wisely 
allows the effects (distortions, delays 
chorus, whammy, phase, flange, 
vibrato, etc.,) to be set pre or post amp, 
however unlike more sophisticated (and 
expensive) multieffect proc 
order of the effects cannot be changed. 
If you prefer to place a distortion box 
in front of a wah pedal or place reverb 
toward the front of the signal chain for 
unusual special effects, the RP1000 
won't let you do that. Also note that 
the RP1000 can control only its own 
internal amp models and effects—it 
doesn't even have MIDI jacks—so 
the RP1000 can't control individual 
external effects or switch external amp 
channels like a Bradshaw switcher. 


THE BOTTOM LINE 


DIGITECH HAS OUTDONE itself with the 
RP1000. The street price on this unit 
is so outrageously low that the reverbs 
alone are worth the cost. But when you 
add in a lifetime's collection of amps 
and effects plus a looper, tuner and 
even digital audio streaming capability 
via the USB jack, the RP1000 adds up 
to an incredible bargain. Ж 


COMPREHENSIVE AMP | EFFECT ORDER CANNOT 

AND EFFECT MODEL | BE CHANGED; RECESSED 

CONTROL CAVITY POOLS 
LIQUIDS 


rs, the 


SELECTION; EASY TO USE; 
BUILT LIKE A TANK 


he gear in review 


. FRESH DIRT 


Visual Sound Open Road Overdrive and Truetone Clean Boost pedals 


BY ERIC KIRKLAND 


VERDRIVE AND BOOST pedals 

have come a long way from 

the relatively simplistic 
Rangemaster and Tube Screamer type 
of stomp boxes that defined the sound 
of players past. Today, many guitarists 
want pedals that have minimal effect 
on an amp's tone and feature a wider 
range of control over the effect. Pedal 
manufacturer Visual Sound has been 
responding to this demand by looking 
beyond established design ideologies 
and creating effect boxes that aren't 
merely clones of the classics. The 
company's unique offerings, which 
include the use of specially designed 
components, have made its products 
popular among guitarists that want 
distinctive tones, controllability and 
reliable performance. 

Part of Visual Sound's V2 Series, the 
Open Road Overdrive and Truetone 
Clean Boost pedals should appeal to 
guitarists across a broad range of styles. 
Like the company's other pedals, both 
feature oversized switches rated for 10 
million cycles, handwired jacks, special 
knob protection, road-worthy die-cast 
housings and easy-open battery doors. 
The two units also accept barrel-type 
nine-volt adaptors and have circuit 
protection that prevents them from 
being damaged should you connect 
them to power supplies of incorrect 
voltage. 


OPEN ROAD OVERDRIVE 


WHERE MOST OVERDRIVES are tuned 
to distort the midrange frequencies 
primarily, the Open Road spreads its 
signal-crunching horsepower across 
the guitar's full bandwidth. Drive 
and volume controls set the amount 
of gain and output, respectively, and 
considerable levels of each are on tap. 
The tone knob primarily alters the 
level of treble and upper mids and 
interactively increases the gain and 
presence as it's dialed clockwise. 
The Open Road offers lots of gain 
and volume, but don't be fooled—it 
can also be used in subtle ways. The 
style of gain is very Fender-like, with 
big lows, an essentially flat midrange 
and round highs. This lack of a 
midrange hump has the side effect of 
preserving the amp's sound and feel. 
In front of a Fender-style amp, 
with the drive and volume controls 
ator below the noon position, the 
Open Road performed like an extra 
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i gain stage, where there is no effect 

i on string definition. As the pedal 

is turned up, it urges the amp into 

ilky overdrive that’s as smooth and 

satisfying as soft-serve ice cream. 

Turning the tone knob past noon 

unleashes more bite and sparkle from 

the gain circuit, increasing touch 

sensitivity and odd-harmonic angst. 
The Open Road’s massive and 

; accurate low end is a rare treat 

from an overdrive pedal and does 

} wonders in front of a Fender, Victoria, 
Matchless or similar amplifier. 
However, its overall gain structure 
and boldly organic tones are not the 

: best tools for pushing a Marshall or 

: other midrange-focused amplifier, 

and likewise the pedal’s adeptness 

with rock and blues precludes its use 

as a metal-style overdrive. 


TRUETONE CLEAN BOOST 


; IT'S DIFFICULT TO increase a signal’s 

; amplitude without causing distortion 

i or inciting an amp's first gain stage 

i to overdrive, all while retaining the 

i amp's character. Visual Sound's Tru- 

1 etone Boost succeeds in this regard 

i better than any pedal I've heard in 

this price range, and in terms of feel, 

it outperforms many pedals that cost 

; twice as much. 

The pedal has a tone control and 
an output volume knob that together 

; deliver a surprising variety of tex- 

} tures and boost levels. When dialed 
properly, the Truetone is one of the 
finest clean boosts you'll find. There is 
almost no perceivable change in tone, 
feel or detail. It doesn’t take anything 


; away, although I found that with some : 


і amps it adds just a hair of honk in the 
mids, which is a function of how it 
interacts with the first gain stage and 
input impedance. 

Tube purists, myself among them, 

i will fall in love with the Truetone's 

: accurate performance. I was stunned 

i by how musical and natural this pedal 
і sounds, even when compared to ultra 

i high-end boost pedals. For most ap- 

: plications, I preferred to leave the 

t Truetone's muscular, yet transparent 


circuit engaged and then use my guitar's : 


volume control to change my level. 


THE BOTTOM LINE 


1 VISUALSOUND'S Open Road Overdrive 
: and Truetone Clean Boost pedals are 
! ideal for guitarists who play rock, 

i blues, hard rock and even jazz, espe- 

1 cially if they use a Fender-style clean 


i or overdriven amp. The Open Road 

i is a classic overdrive with American- 

i type distortion, tube-like response and 
; impressive low end. If you're looking 

i for more of the clean sounds that you 

: already have without adding distor- 

i tion, the Truetone Clean Boost is one 

i of the best values and top performers 
on the market. # 


STREET PRICES: Open 

Road Overdrive, $119.95; 

Truetone Clean Boost, OPEN ROAD OVERDRIVE 
MANUFACTURER: 


BIG LOWS; ORGANIC 


МОТ WELL SUITED TO 


Visual Sound LLC, 
METAL PLAYERS 


visualsound.net 
FEATURES/CONTROLS: 
Custom switches rated 
for 10 million uses, 
hand-wired jacks, 
circuit protection, noise 
reduction, Pure Tone 
buffered bypass, status 
LED; drive, tone and 
volume controls 
CONNECTIONS: Mono 
input and output 
BYPASS: “Pure Tone" 
buffered bypass 
CIRCUITRY: Analog, 
solid-state 

POWER: 9-volt battery 
or Boss-style adaptor 


RESPONSE; DOESN'T 
CRANK THE MIDRANGE 


i TRUETONE GLEAN BOOST 
] om | 


FAITHFUL CLEAN BOOST 
AFFORDABLE 


1 Unlike older midrange- 
focused overdrives, the. 
Open Road affects a 

wide frequency range. 


1 maintains almost every : 

1 nuance of the amp's 

i original note integrity 
without distorting the 
first preamp stage. 


® BY ERIC KIRKLAND 


S VINTAGE AMPLIFIERS sky- 
rocket in price and begin to 
disappear from the market- 


place, the demand is increasing for 


faithful replicas of and tributes to 
yesteryear ed amplifiers. Mark 
Baier, pres of Victoria Amplifiers, 


is one of the specialized amp builders 
whose bread and butter is the precise 
recreation of vintage Fender and other 
coveted circuits. He’s the guy that 

sts like Buddy Guy and John Mayer 
turn to when they want an amp that 
will give them the exact same per- 
formance as a newly built Fifties- or 
Sixties-era Fender. 

Lately, though, Baier has stepped 
into the role of a vintage-inspired in- 
novator by combining old circuit to- 
pologies and time-honored tone traits 
with nuevo-vintage designs. A prime 
example of this evolutionary think- 
ing is Victoria’s new Golden Melody 
combo. This all-tube, single-channel, 
2x12 combo produces between 40 and 
60 watts and delivers a unique blend of 
Fender’s Bassman, Super Reverb, Twin 
and tan Concert tremolo amp tones. As 
part of Victoria’s forward-thinking ap- 
proach, the Golden Melody and other 
amps now showcase hip two-tone cov- 
erings and distinctive new logos. 


FEATURES 


THE GOLDEN MELODY'S primary mis- 


ar 
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: midrange aggres: 


i sion is to produce serious stage volume 
i without sacrificing the nuance and feel 


that are prized in low-powered vin- 
tage combos. It accomplishes this lofty 
task with a duo of 6L6 power tubes in 


} a push/pull configuration, a Chicago- 


built transformer, audiophile-grade 
capacitors that are over-spec'd for their 
dynamic requirements, and a highly 


; sensitive pair of Warehouse Guitar 


(WGS) Britlead 12-inch speakers. WGS 
s one of a few OEM specialty speaker 
manufacturers and for the past 70 years 


i has been an unaccredited creator of su- 


perb drivers for all speaker application 
Employed in the Golden Melody, the 
WGS speakers add British-style upper- 
on and chime to the 
Fenderish tones and project notes much 
farther than a typical combo-moored 
12-incher. Also key to the Victoria's 


1 recipe for sensory delights are hand- 


wired eyelet boards, Allen-Bradley re- 
sistors, Sprague electrolytic capacitors, 


: cloth-covered solid copper wire and a 


16-gauge triple-plated steel chassis. 
The Golden Melody has low- and 
high-sensitivity inputs and controls 
for volume, treble, bass, middle, re- 
verb level, tremolo speed and tremolo 


: intensity. The tube reverb is courtesy 
i ofa ful 
i and the tremolo is a slightly modified 


size Accutronics spring tank, 


version of Victoria’s renowned Rever- 


i berato circuit. Far more than a simple 


Uni-Vibe or pulsing tremolo effect, 


: the Reverberato feature is actually 


GOLDEN MELODY 


LIST PRICE: $3, 
MANUFACTURER: 


OUTPUT: 4c у 


CHANNELS: 
1 low input 


FEATURES: All р 


CONTROLS: On 
togg ndt 


vibrato spe 
COVERING: Blon: 


оі ла faux li; 


AMPLIFIER: All-tu 


mp and pre 


TUBES: Tw 


; ence of hearing а pipe org 
i ating off a cathedral’s high ceilings and 
i you'll have some idea of the singing 


} amp's omnipresent characteristi 
i great clarity and definition, and a lumi- 


1 harmonic overtones in such 


; elite boutique desi 


ON 
DISG 


і a harmonic filtering modulator that 
: separates the highs and lows, then 

| turns the oscillating high 
1 out of phase before rem: 
: signal with the dry. No les 
: and a half preamp tubes are required 

; to produce this marvel of analog wiz- 

: ardry. You won't find any І.С. chips ог 
i diodes in this amp. 


s 180 degrees 
ng the wet 
than two 


PERFORMANCE 


TRY TO IMAGINE the glorious experi- 
an reverber- 


presence and cascading tones that 
emanate from the Golden Melody. The 


are 


nous three-dimensional projection. 

The warm lows and bell-like highs 
are especially pronounced when paired 
with a guitar with single-coil pickups. 
The amp remains almost perfectly 


: clean with single-coils well into upper 


regions of volume, but humbuckers can 
push the preamp into a modicum of 
pleasing raunch and creamy saturation. 
As with all Victorias, the tube- 
driven reverb is divinely lush and 


: deep. However, the tremolo is the real 


star of this amp, refracting notes and 
a way that 


dazzles the ears and fingers. 


THE BOTTOM LINE 


THE GOLDEN MELODY’S ability to am- 
plify fine details and treat notes with 


1 wondrous reverb and tremolo places 


this amp alongside a handful of histor: 
t the thing 
for tone-obsessed guitarists who desire 
a high-volume amp that produces the 


} tones and nuances of a low-powered 
i vintage combo. 


WGS Britlead speakers 


add an aggressive 
upper-midrange 

edge to the classic 

Fender-style tones. 


UNRIVALED CLARITY; EXPENSIVE 


REMARKABLE OVERTONE 
PRODUCTION; UNIQUELY 
RICH TREMOLO 


(€ BY CHRIS GILL 

F YOU HAVE a computer and play 
I guitar, you probably own some 
type of amp and effect emulation 
software by now. If you don't, Native 
Instruments' new Guitar Rig Mobile 
eliminates all excuses for not hopping 
on the bandwagon. Guitar Rig Mobile 
is a small 1/O audio interface that's 
about the size of a pack of cigarettes 
and comes bundled with NI’s power- 
ful Guitar Rig 4 Essential software. 
But even more important, it’s an af- 
fordably-priced package (street price 
is less than $100) that features every- 
thing you need to turn your computer 
into a versatile pro-guitar setup. 


FEATURES 


THE GUITAR RIG MOBILE audio 
interface may be small, but this USB 
bus-powered device boasts studio- 
quality 24-bit/192kHz Cirrus Logic 
converters that provide outstanding 
dynamic range and transparent 
audio conversion, The pocket-sized 
box features a 1/4-inch mono guitar 
input, 1/4-inch stereo line output (for 
monitors or headphones), separate 
input and output level controls, a USB 
jack and input and USB indicators. 
The package includes Guitar Rig 
4 Essential software, which features 
eight guitar and bass amp models, 19 
cabinet models, 27 effects and useful 
tools like a tuner, metronome and two 
virtual tape decks. Amps consist of 
the Marshall-like Jump, Lead 800 and 
Hot Plex models, Fender-like Twang 
Reverb, Vox-like AC Box, Mesa/ 
Boogie-like Gratifier, Orange-like 


1 UST PRICE: $119.0 
1 MANUFACTURER: 


i native-instrument 


i MBR 
i PC Windov 


s Vista (3: 


1 1.4 GHz, 104 MB R; 
| USBzo 

i SUPPORTED DR 
i MAC: Core Audio 


SUP 


Audio UI 
i PC:Standalone 
i vst 


Native Ins 


i Native Instruments, 


2/64 


i bit), Pentium/Athlon XI 


AN, 


1 PC: ASIO, DirectSound, 


MAC: Standalone, 


VST 


TAS, 


truments Guitar Rig Mobile 


| 
| 
| 


| 52 
L М Ee Em 


i Citrus and SVT-like Bass Pro. Effects 
: include distortion, overdrive, chorus, 
: flanger, phaser, graphic EQ, auto 

i filter, wah, reverb, delay and more. 


PERFORMANCE 


} CONNECTING GUITAR RIG MOBILE to 

i your computer is as easy as linking a 

: stomp box between a guitar and amp. 

: Just install the software, connect a 

2 USB cable between your computer 

and the audio interface, connect a 

: 1/4-inch guitar cable from your guitar 

: to the audio interface, adjust the input 

; level and you're ready to go. Hooked 

i up to a reasonably powerful laptop 

i computer, the converter's latency is 

i low enough to gig with. The amp and 

1 effect models are identical to several 

: found іп NI's top-of-the-line Guitar 

: Rig 4 Pro software, delivering the 
same dynamic response, expressive- 


NEW, HIP AND UNDER THE 


ONE OF THE KEYS TO being 
a great—not just good— 
musician is the ability to 
instantly identify notes 
and chords just by hearing 
them. A well-trained ear is 
essential for improvisation, 
and it’s a skill that can help 
you unlock all of the poten- 
tial in your playing. 
eMedia’s new 
EarMaster Essential 5 
software provides an 
affordable, easy-to-use 
and highly effective 
method for developing 
your musical ear 
using your PC or Mac 
computer. This interactive 


EarMaster 


2 a Better Musician! 


e 
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; program provides 


2 ona fretboard graphic 


i even customized tutors. 


i via MIDI, microphone or 
1 mouse. 


eMedia EarMaster Essential 5 


2 ssoftware is easy to 
use, allowing you to 
concentrate on the 
exercises rather than the 
software itself. Results 
are almost immediate, 
and even average users 
should improve their ear 

Í skills significantly after 

1 only a week of daily 

30-minute exercises. 


audio examples and 
displays corresponding 
intervals and chords in 
musical notation and 


(or piano keyboard if 
you choose that display 
option). Exercises include 
interval comparison and 
identification, chord i 
identification and rhythm : 
reading; training modes 
include standard, jazz and : 


You can input answers LIST PRICE: 529.95 
| MANUFACTURER: 


а Music Corp., 


i emediamusic.com 


EarMaster Essential 


—chris Gill : 


; ness and studio-quality tones. 


THE BOTTOM LINE 


i FORLESS THAN YOU'D PAY for a trendy 
: Ultrasupermega Distortion pedal, 

i Guitar Rig Mobile provides enough 

i pro-quality tones to last a lifetime. It's 
: portable and reliable enough to gig, . 
і rehearse or record with anywhere. Ж 


EXCELLENT VALUI 
EASY TO USE; PR 
D QUALITY 


NOT COMPATIBLE 
WITH OLDER 
OPERATING SYSTEMS. 


BOSS 


EBAND 15-8 AUDIO PLAYER 

The Boss eBand 15-8 is a portable audio 
player designed for guitarists that combines 
playback of full songs, backing tracks and 
rhythm loops with high-quality Boss guitar 
effects and a built-in stereo speaker system. 
Players can jam along with eBand and record 
their musical ideas using the included USB 
audio interface. eBand also has the capability 
to import songs from any audio CD using 
the included utility software, making it an 
all-in-one tool for guitarists who want to 
learn songs, solos and riffs, practice and play 
along with songs, or create new songs while 
jamming with audio tracks. 

List Price: $557.50 

Boss, a division of Roland Corporation, 
BossUS.com 


PLANET WAVES ^ 


GUITAR TATTOOS 
Planet Waves Guitar 
Tattoos are the easiest 
way to give your guitar 
custom graphics without 
the cost of a new paint 
Job. Guitar Tattoos come 
іп 12 designs that feature 
Lethal Threat artwork 
and are easy to apply and 
remove. 

List Price: $4.00 

Planet Waves, 
planetwaves.com. 
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the gear in review 


GETTING IN TUNE 


Boss TU-12EX, TU-88 and TU-1000 tuners 


GUAR 78 ВЕ 
а i8 4E 
438 439 


CHROMATIC / GUITAR 


TUJeex POWER | PITCH M 


8 2 озове 


‘TU-12£X: The Flat mode button makes drop tunings from 
Dš toB easy. 


FLAT 


A o 


: | 
| 
i 


TU-tooo: The brightly illuminated display is easy to see 
onstage,no matter how dark or light the setting. 


(€; BY CHRIS GILL 


AY BACK in the Sixties and 
Seventies, most guitarists 
tuned up by using either a 


pitch pipe or their ears. Only rock stars 
could afford the other option: the pro- 
hibitively expensive Petersen Strobe 
Tuner. Boss changed music foreve 
when it introduced the world's first af- 
fordable compact chromatic tuner, the 
TU-120, in 1978, and ever since then live 
music has sounded a whole lot sweeter. 

"Though dozens of companies have 
introduced competing products over the 
years, Boss has continually dominated 
the compact tuner market. The TU-2 
Chromatic Tuner pedal is the best-sell- 
ing Boss pedal of all time, and products 
like the TU-12 remained on the market 
for more than 20 years. Boss recently ex- 
panded its tuner line with the introduc- 
tion of the TU-12EX Chromatic Tuner 
(which replaces the perennial favorite 
the TU-12), TU-88 Micro Monitor and 
Tuner and TU-1000 Stage Tuner. 


FEATURES 


THE TU-I2EX Chromatic Tuner signifi- 
cantly improves the performance and 
expands the features of the TU-12. Its 
dimensions are about the same as its 
predecessor's, except the TU-12EX is 
about half the thickness. Like the TU-12, 
the TU-12EX has Chromatic and Guitar/ 
Bass tuning modes and a built-in mic 

for tuning acoustic instruments, but the 


ars. 


158 GUITAR WORLD 


range is greatly expanded (EO to C8 com- 
pared to the TU-12’s СІ to B5 range). In 
Guitar/Bass mode, the pitch LEDs func- 
tion as individual string indicators, and 
you can now use the seventh indicator to 
tune a seven-string guitar or five-string 
bass. Other new additions include a Flat 
tuning function (for drop tunings rang- 
ing from D$ to B), a reference pitch, and 
Accu-Pitch Verification, which produces 
atone when the desired pitch is reached. 
The TU-88 Micro Monitor combines 
the functions of a tuner, metronome and 
headphone amp. The display features a 
digital “needle” instead of the physical 
VU meter-style needle found on the TU- 
12EX. Like the TU-12EX, it produces 
reference pitch tones, provides the new 
Accu-Pitch function and analyzes pitch 
from EO to C8. In addition to Chromatic, 
Guitar and Bass tuning modes, it has 
a versatile metronome with a tempo 
range of 30 to 250 bpm, a tap-tempo 
function and a choice of rhythm styles 
ranging from simple quarter, eighth and 
16th notes to triplets and sophisticated 
clave-based patterns. Finally, the TU-88 
features a speaker-simulated headphone 
amp. Not only can you use the tuner for 
late-night jamming—you can also use it 
as a direct-input device for recording. 
The TU-1000 Stage Tuner is a large 
floor unit with a big, bright display that’s 
easy to see on stage no matter how bright 
or dark the lights may be. In addition to 
Chromatic, Guitar (up to seven strings) 
and Bass (up to six strings) tuning modes, 


includes a tap-tempo button, 


LIST PRICES: TU-12EX, 
$124.50; TU-88, $90.50; 
TU-1000, $278.50 
MANUFACTURER: 
Boss, bossus.com 


TU-DEX 

FEATURES: Eo to 

C8 tuning range; 
Chromatic and Guitar/ 
Bass tuning modes; 
audible Accu-Pitch; 
reference pitch tone; 
Flat tuning function; 
built-in mic; 1/4-inch 
instrument input; 
1/4-inch output; 2xAAA 
battery or optional DC 
adapter 


TI-88 

FEATURES: Eo to 

C8 tuning range; 
Chromatic, Guitar and 
Bass tuning modes; 
audible Accu-Pitch; 
reference pitch tone; 
headphone amp and 
metronome functions; 
built-in mic; 1/8-inch 
headphone/line output 
jack; 1/8-inch Mix input; 
1/4-inch instrument 
input; 9-volt battery or 
optional DC adapter 


TU-1000 

FEATURES: Co to 

C8 tuning range; 
Chromatic, Guitar and 
Bass tuning modes; 
Open, Drop D and 
DADGAD tuning modes; 
visual Accu-Pitch; 

Flat tuning function; 
v/a-inch Input, parallel 
out and output jacks; 
1/4-inch tuner on/off 
footswitch jack; seven- 
pin parallel DC cable; 
AC adaptor 


i THE TU-12EX’S ACCURACY is 


it includes six-string modes 
for Open A, D, E and G, Drop 
D and DADGAD tuning. The 
Flat tuning function lets you 
lower the tuning modes up 
to six half steps in half-step 
increments, and the overall 
pitch range is CO to C8. 

The TU-1000 ships with a 
seven-pin DC output cable 
that enables the tuner to power up to six 


stomp boxes. 


PERFORMANCE 


eatly 
improved over its predec +/-1 
cent rather than +/- 3), and the larger 
indicator needle provides more accurate 
feedback. The TU-12EX also tracks pitch 
on the low E and A strings much more 
quickly (particularly on acoustic instru- 
ments via the built-in mic) and tracks 
string vibrations even as they begin to 
fade, The Accu-Pitch function on the 
TU-12EX and TU-88 is a helpful addi- 
tion, providing a third source of verific 
tion in addition to the visual meter and 
5. The TU-88's digital needle tends 
jitter and jump around compared to 
the smooth movement of the TU-12EX's 
physical needle, and the Accu-Pitch veri- 
fication tone doesn't activate as quickly. 
The TU-1000 has "Cent" (sweeping 
“needle”) and "Stream" (strobe-style 
“spinning wheel") display modes that 
track pitch quickly and exceptionally 
accurately. The Accu-Pitch function 
confirms correct pitch with severa 
visual cues, including a pair of amber 
arrows, red bars and a green bar that 
tells you when you're in pitch. While the 
box features sturdy metal construction, 
the on/off button is plastic. Fortunately, 
the TU-1000 has a jack that lets you use 
asturdier external pedal instead for 
mote switching of the TU-1000. 


THE BOTTOM LINE 


1 THESE THREE NEW additions to the Boss 


tuner line will ensure the company's 
domination of the tuner market for y: 
to come. The TU-12EX is an essential 
upgrade for anyone who loves the TU-12, 
the TU-88 is a fun and useful entry-level 
tuner for first-time buyers, and the TU- 
1000 is a pro-quality unit that roadies 
and performers alike will love. Ж 


ACCURATE; EXPANDED 
RANGE; FAST (TU-12EX, 
TU-1000); 7-STRING 
COMPATIBLE (TU-12EX, 
TU-1000) 


JITTERY "NEEDLE" (TU-88); 
PLASTIC ON/OFF SWITCH 
(TU-1000); NO PITCH 
REFERENCE VOLUME 
CONTROL (TU-12EX) 


Fender Bassman TV Ten and TV Fifteen combo amps 


€. BY ED FRIEDLAND 


HEN LEO FENDER intro- 
duced the Precision Ba 
in 1951, he also offered an 


amplifier designed with the rigors of 
four-string playing in mind: the Fender 
Bassman. The original Bassman had a 
single 15-inch speaker in a tweed cabinet, 
and as it pumped out a mere 26 watts, 

it didn't do so well at amplifying the 

new instrument. Blown speakers were 
acommon problem, and in 1954 Fender 
switched to the Bassman's familiar 4x10 
configuration. Changes to the design 
ofthe Precision Bass pickup in 1957 
greatly helped the Bassman (by then a 
50-watter) achieve an acceptable level of 
performance. While not raging monster 
by modern standards, these amps are 
legendary for their warm, full, tube tone 
and musical distortion. 

Since those early days, Fender has 
been a driving force in the improvement 
of bass amplification. The company's 
new Bassman TV series combos (named 
for the amp's resemblance to a Fifties- 
era television) have the styling and tone 
of yesteryear with a modern infrastruc- 
ture that can deliver the goods. 


FEATURES 


THE TV SERIES comprises the TV Ten, 
Twelve, Fifteen and Duo Ten, all of 
which feature a Class D switching ampli- 
fier and single 12AX7-driven preamp. 
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A 


oS 


lust for the low end 


TV PARTY 


1 LIST PRICES: TV Ten, 
i $1,199.00; TV Fifteen, 


$1,499.00 
MANUFACTURER: 
Fender Musical 
Instruments 
Corporation, fender.com 


Í VEN 


OUTPUT: 150 watts 
CHANNELS: One, with 


Ë two inputs 


CONTROLS: Volume, 


1 bass, middle, treble 
1 SPEAKER: 200-watt, 


four-ohm 10-inch 
Celestion Green Label 


} DIMENSIONS: 


18 x 20 x 12 inches 
(Hwp) 
WEIGHT: 38 pounds 


} ТУБ 
OUTPUT: 350 watts 


CHANNELS: One, with 
two inputs 
CONTROLS: Gain, bass, 


1 middle, treble, volume, 
1 deep and bright 
i switches. 


SPEAKER: 400-watt, 
four-ohm 15-inch 
Celestion Green Label 
DIMENSIONS: 


1 23x25 x 14 inches 
i (HWD) 
i WEIGHT: 611/2 pounds 


Celestion Green Label Ferrite speakers 
are used in all ofthe amps except the 
Duo Ten, which has two Fender Special 
Design 10-inchers built by Eminence. 

The 150-watt TV Ten has a 200- 
watt single 10-inch speaker, and the 
350-watt TV Fifteen has a 400-watt 15- 
inch speaker. Shaping the sound is the 
legendary Fender Tone Stac É 
interactive circuit that works quite 
differently from the semi-parametric and 
graphic EQs found on modern rigs. While 
no bass amp gives truly flat response, the 
TV Bassman’s circuit has been slightly 
modified from the original Tone Stack to 
be “flat” with the bass on 2, mids on 10 
and treble on 2. Although in my tests the 
bass and treble controls seemed to boost 
the frequencies in their range, the circuit 
sive, and the perception of boost 
was actually the absence of cut. 

The TV Ten has volume, bass, mid 
and treble controls, while the Fifteen 
(as well as the Twelve and Duo Ten) 
adds a gain knob at the front of the cir- 
cuit, and deep and bright switches for 
more control. The chicken-head knobs 
sweep from zero to 12, a numbering 
system that goes back to the earliest 
Fender amps. Another classic touch is 
the glowing red jewel light that tells 
you the TV is on. 

Each TV amp has two input jac 
input 1 works with passive or active 
instruments, and input 2 has a -6dB pad 
for high output basses. A direct output 
(with ground lift) on the back panel pro- 
vides easy access for pumping the combo 
through the house PA, but alas there's no 
tuner output. You'll also find no speaker 
extension jack on any of the combos, as 
each amp delivers its designated power 
rating without additional cabinets. The 
rear-ported tweed cabinet is sturdy and 
stable, while the oxblood cloth grille has 
rounded corners like the 1948-53 Princ- 
eton and Champion 600/800 amps. For 
easier transport, the larger Fifteen and 
Duo Ten have pop-out casters. 


is pa 


PERFORMANCE 


| TRUE TO ITS ROOTS and esthetics, 


the TV combo tone is decidedly old 


: school—the lack of a tweeter means 


no glassy high end. What you do get 


: is a fat, creamy bottom with plenty 

: of mid definition. The amp certainly 

; does not lack in the high end, but the 
i edge is sweeter, more rounded. These 


amps have a distinct pers 
their styling is your fi 


El 


ity—and 
clue that 


i they may not be the best suited for 


modern metal. But if you dig the 
round lows, mid-punch and warm top 


i end of vintage amps, the TV series 
: will give you that, with a reliable, 
; modern infrastructure. 


Taking the TV Ten out for some 
low-volume traditional country gigs 
in medium-sized rooms, I was hap- 


: pily surprised at how well it filled out 
i the 


tage. With my passive Fender '51 
Precision reissue, the lows were deep 
and wide, with just a hint of tube 


: burr on the top. The TV Fifteen has 


considerably more clout, which came 
in handy on a much louder blues gig 


і with two guitar players. The single 
i 15-inch speaker could be driven hard 
; with the gain control, but it handled 


the heat with ease. It has a nicely 
pread low end, but also a distinct, 


i clear mid focus that keeps the tone 


from getting mushy. 


THE BOTTOM LINE 


i THE FENDER BASSMAN TV Series amps 
: deliver good old-fashioned tone with 
; modern dependability. While they're 


an ideal way to get vintage tones in 
our practice and rehearsal space, 
within the boundaries of their power/ 
ize class, these combos perform ex- 


і ceptionally well onstage. Ж 


CON 


CLASSY RETRO STYLING; | NO TUNER OUTPUT JACK 
VINTAGE TONE; MODERN 
PERFORMANCE 


The controls sweep from zero to 12, a numbering system that goes back to the earliest Fender amps. 


PRODUCT PROFILE 


THE FIRESTARTER 


Jay Turser Guitars & Basses 
JT-55 CUSTOM 

The Jay Turser JT-55 CUSTOM com- 
bines classic design, tremendous 
tone, and a stunning finish. Gold 
hardware, rosewood fingerboard, 
&ww humbuckers. Available in BK, 
IV, & TR. 

SRP: $359.99 

www .jayturser.com 

800.431.6699 


MASSIVE VIKING 
ATTACK 


Hagstrom Guitars 

VIKING TSB 

Hagstrom's most famous guitar, the 
Viking has incredible tone and endless 
sustain. Featuring Hagstrom's exclusive 
lightning fast neck, the Viking conquer- 
ors all. "Valhalla, | am coming." 

SRP: $915.00 
www.hagstromguitars.com 
800.994.4984 


5 GUITARS READY AT ALL TIMES 


Quik Lok Performance Stands 

GS-450 

Mobile universal stand for 5 guitars. Handles acoustics, 
electrics, basses, and odd shaped guitars. Folds up for 
easy transport. Available in 3, 5, and 7 guitar models. 
SRP: $109.99 

www.quiklok.com 


800.431.6699 


POWER & GRACE 


Walden Guitars 
D710 

"Every cleanly defined nuance and 
bell-like ring of sustain" says GW's 
Eric Kirkland, "will inspire you. The 
body and soundboard work harmoni- 
ously, producing exceptionally pure 
notes." 

SRP: $569.00 
www.waldenguitars.com 
800.994.4984 


VIBRATING TUNER/METRONOME 


Profile 

PMT-4000 

Brand new pulsating Tuner/Metronome with mas- 
sage function! Huge screen for easy tuning. Pulsating 
metronome allows you to put the metronome in your 
pocket and keep time silently! Great for recording, 
and also includes a unique massage feature. 

SRP: $44.95 

www.profilestands.com 

800.994.4984 
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PRODUCT PROFILE 


XCELERATOR VOLUME 
PEDAL 


Modtone Effects 

The ModTone MT-VOL Xcelerator Volume 
Pedal features a long taper parametric 
potentiometer that lets you ad just a dash 
of volume dip all the way to complete sig- 
nal shutoff. With the variable range setting 
it allows you to back off a little on rhythm 
and crank it up for leads, emulate a sweep- 
ing tremolo or utilize the aux output section 
for line out to a tuner or use both at unity 
for a stereo splitter when using two 

amps. The Xcelerator Volume pedal is 
much more than your average volume 
pedal! 

List $89.95 

modtone-effects.com 


Grip Studios 


resilient resins and steel 
mounts. Cushioned inseri 
TAH3 technology gives а! 


guitars and basses. Easy 


from puts your babyin go: 
Manufactured in the USA 
SRP: from $39.99 
www.guitargrip.com 
(760) 351-6727 


(<° 


MINI AMP PLUGS DIRECTLY INTO YOUR 
GUITAR! 


Amp U Plug N Play 

No guitar cord needed just plug it in and play! Tired of your 
guitar cord slinging around your mini amp? Your guitar se- 
curely carries the AMPUPLUGNPLAY. Fits in your guitar case 
and runs on a 9 volt battery. See us at NAMM booth number 
1648 

SRP: $29.95 


www.ampuplugnplay.com 
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CUSTOM GUITAR HANGERS! 


Original hand-crafted designs built from 


and securely holds your Axe. Adjustable 
mounting allows for different shaped 


and many styles and colors to choose 


NEW RELEASE: OZZY FROM 
THE ‘DIARY OF A MADMAN’ 
STAGE 


KnuckleBonz, Inc. 

OZZY OSBOURNE AND RANDY RHOADS 
ROCK ICONZ STATUES 

Ozzy is featured in this limited edition statue 
from KnuckleBonz; only 3000 created. The 
Randy Rhoads Rock Iconz® figure depicts the 
guitar legend from this same period, Hand- 
painted/numbered collectibles; certificate of 
authenticity, 

SRP: $115 USD 

www.KnuckleBonz.com 

(800) 638-4180 
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mple protection 


wall mounting 
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SHREDNECK - THE ULTIMATE PRACTICE AND 
WARM-UP TOOL FOR GUITARISTS! 


SHREDNECK LLC 

The SHREDNECK allows guitar players to warm-up any time a guitar is 
not convenient, in a car, train, plane, at the office, before gigs, etc. Use 
the SHREDNECK to work on scales, patterns and techniques, practice 
chord fingerings and movements along with building and maintaining cal- 
luses. The SHREDNECK is modeled after the first seven frets of a standard 
electric guitar. For acoustic players we offer the DREADNECK model fitted 
with bronze strings. Shown in photo are the new Zakk Wylde and Jason 
Becker signature models and the P-51 model. 

SRP: $69.99 

www.shredneck.com 

(860)-413-9787 
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AF HANDCRAFTED 
GUITAR STRAPS 


AF Designs 

* Reticulated Python 

* Cobra 

* Tiger Snake 

+ Rattlesnake 

* Eastern Diamondback 

* Western Diamondback 

* Canebrake 

We also offer genuine premium leather 
straps and custom embroidery. 
Don't FAKE it........ SNAKE it! 
SRP: from $119 
www,snakeskinstraps.com 

(810) 667-2116 
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COPPER BRONZE ACOUSTIC SRDS 


CU 
A LITTLE GOES A LONG WAY. A 
LOT, GOES EVEN FURTHER. 


RED Strings 

ATOMIC # 29 

Introducing OEP. The first brand of 
CopperBronze acoustic guitar strings. 

With the highest copper content of any 
acoustic guitar strings - more than 80/20, 
more than phosphor bronze - Red Strings 
provide precise articulation, a louder sound, 
greater projection and a warmer, richer tone 
from the moment you tune 'em up. 

There hasn't been a significant new 
material introduced for acoustic guitar 
strings in 35 years. 

Discover RED Strings at your local or 
online retailer or visit www.redguitar 
strings.com for more information. 

ADD SOME WARMTH 


BLACK TUSQ® XL THE 
SELF LUBRICATING NUT WITH 
TONE 


Graph Tech Guitar Labs 

BLACK TUSQ® XL 

Black TUSQ® XL precision engineered nuts 
provide constant lubrication to the strings, 
dramatically improving tuning performance by 
eliminating string binding. Available in slotted 
and blanks for most guitars 

SRP: $11.45 - $12.60 

www.graphtech,com 

1-800-388-7011 


X ПУТА 


BLUE BALLS EFFECTS PEDAL 
Blues Pearl Amp Company 


This unique design provides 1st, 2nd and 3rd even order 
harmonics you can feel not just hear. Equipped with a 
special input buffer that allows a response much like a 
tube amp. It can go from mild overdrive to distortion that 
fills the holes from rhythm to lead work. 

SRP: $229.95 

www, bluespearlamps.com 


(865) 556-6679 


THE ULTIMATE STRING CLEANING TOOL 
Dave Chiappetta Enterprises 


THE STRING CLEANER 

+ Extends the life and preserves the tone of guitar strings 

+ Revitalizes used, old, and damaged strings 

* Works with, or without, any guitar-string cleaning solution 
+ Specially designed renewable microfiber for long term use 
* Patents Pending 

SRP: $12.99 

www.thestringcleaner.com 


(310)-699-8519 
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A VULGAR DIS 


(€; By NICK BOWCOTT 


DESIGN PHILOSOPHY "My rig is 
designed to be like my sound—in 
your face and brutal 
rhythm guitarist, Matt DeVri 
1 first started playing, I used a few 
effects, but because I play rhythm I 
quickly realized I wanted a rig that was 
straightforward and would work for 
every song. 
In keeping with his no-fuss 
philosophy, DeVri PMFA 
and LTD MFA-600 signature guitars 
boast a single EMG-81 active pickup in 
the bridge position. “Гуе never really 


says Chimaira's 
Vhen 


TONG! 


" WIRELESS SIGNAL = 
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DOWN AND DIRTY 


Chimaira’s Matt DeVries keeps his rhythm tones crunchy and his live rig simple. 


used the neck pickup,” he say 
Chimaira, the bridge pickup 
need.” 

>> CONTROL ISSUES As you might 
imagine, DeVri 
to a minimum. “I just go from crunch 
to clean, and I don't even use a clean 
tone that much." To enhance the 

few clean passages he plays, DeVries 
employs a Boss CE-20 Chorus 
Ensemble pedal, which resides in the 
effect loop of his Peavey 6505+ head. 


keeps his switching 


“When I switch to the Clean channel,” 


he says, “I quickly hit the effect loop 
on/off button to engage the chorus." 
>>FAVORITE PIECE OF GEAR “My ESP 


GUITAR #1 (AND BACKUP) 
ESP CUSTOM MFA MODEL 
(BLACK SATIN) 

STRINGS: DEAN MARKLEY BLUE STEELS (11-52) 
TUNING: DROP D DOWN 
ONE WHOLE STEP 
(low to high: C G C F A D) 

PICKUP: EMG-81 


PICKS: 
IN TUNE 
03mm 


д д 


لے 


SINCE | WAS 
14, I'VE BEEN 
STRIVING TO 
ACHIEVE THE 
EXACT GUITAR 
SPECS THAT 
| HAVE 
RIGHT NOW.” 


WIRELESS SIGNAL oss 


| 970:00092999999909955 


(PEAVEY 5150 Il FOR BACKUP) 


STRAIGHT-FRONT 4x12 CABINET 
LOADED WITH CELESTION VINTAGE 30s 


PLAY ОР 


s. Ever si s 14, Гуе been 
ng to а ct guitar 

specs that I have right now—from the 
look to the w sto the 


e enough to let 
ctly how I wanted." 
>>SECRET WEAPON “My ISP Technologies 
Decimator pedal. Since I play with 

an EMG-81 and a hothead like the 
6505+, the noise-reduction pedal lets 
me get the sustain that I need without 
the annoying, high-end feedback that 
invariably happens when you play with 
a hot rig.” O 


"( WIRELESS SIGNAL ) 


PEAVEY 6505+ 


WITH MESA/BOOGIE 


5150" 


ЖЕЛМЕУ 


WIRELESS SIGNAL ¥ 


GUITAR #2 (AND BACKUP) 
LTD МҒА-600 
(BLACK SATIN) 


STRINGS: DEAN MARKLEY BLUE STEELS (11-52) 
TUNING: DROP D DOWN 

ONE AND A HALF STEPS. 

(low to high: B Р B E Gê C2) 


PICKUP: EMG-81 


PEAVEY 
CHANNEL 


& FX LOOP 
FOOTSWITCH 


CHANNEL SWITCHER CABLE umm 


FURMAN POWER 
CONDITIONER 
PEAVEY PRO COMM PCX U-1002 
WIRELESS UNIT. 

BOSS TU-2 CHROMATIC 

STAGE TUNER 

ISP TECHNOLOGIES 
DECIMATOR NOISE REDUCTION 
BOSS CE-20 
CHORUS ENSEMBLE 


Illustration by Adam Cooper/guitargeek.com 


